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BIENNIAL  REPORT  OF  DIRECTOR 
JULY  1,  1969-JUNE  30, 1971 


The  biennium  was  a  transitional 
period  for  the  museum  as  the  director- 
ship changed  hands.  Dr.  Justus  Bier, 
director  since  1961,  resigned  and  was 
appointed  curator  of  research  and  di- 
rector emeritus.  He  was  succeeded  by 
the  undersigned,  who  had  been  curator 
of  education  since  1958.  Mrs.  Dorothy 
Rennie,  formerly  assistant  curator  of 
education,  was  appointed  curator  of 
education. 

The  director's  report  for  this  biennium 
covers  the  directorship  of  both  the  for- 
mer and  the  current  director. 

Egbert  L.  Davis,  Jr.,  of  Winston-Salem 
was  elected  chairman  of  the  museum 
board  of  trustees  following  the  death  of 
Dr.  Robert  Lee  Humber  of  Greenville 
on  Nov.  10, 1970. 

During  the  biennium  the  museum 
continued  to  advance  in  all  fields 

The  expansion  of  the  Gallery  for  the 
Blind  to  include  facilities  for  the  sighted 
as  well  as  the  blind  was  a  major  step  in 
the  growth  of  the  gallery.  The  enlarged 
gallery  opened  Nov.  14,  1969,  with  Gov. 
and  Mrs.  Robert  Scott,  Miss  Mary  Swit- 
zer,  administrator  of  the  Social  Reha- 
bilitation Services  of  the  Department 
of  Health,  Education  and  Welfare,  Miss 
Isabella  Diamond,  editor  for  the  Ameri- 
can Assn.  of  the  Workers  for  the  Blind, 
Inc.,  and  Dr.  Henry  Betts  of  the  Re- 
habilitation Institute  of  Chicago  among 
those  present. 

The  enlarged  gallery,  designed  by 
Harwell  H.  Harris,  has  an  audio  booth 
in  the  orientation  room  to  correlate  the 
arts.  For  example,  the  blind  can  feel  the 


head  of  Churchill  while  his  voice  is  be- 
ing channeled  into  the  three  galleries, 
and  they  can  hear  the  music  of  Be- 
ethoven while  examining  the  sculpture 
of  his  head. 

The  enlargement  was  financed  by  a 
$25,000  development  and  operation 
grant  from  the  Department  of  Health, 
Education  and  Welfare. 

The  Mary  Duke  Biddle  Gallery  was 
the  first  to  provide,  on  a  permanent 
basis,  original  works  of  art  for  the  blind 
and  the  sighted  to  touch.  A  permanent 
gallery  for  the  blind  at  the  Brooklyn 
Museum  of  Art  and  the  National  Gallery 
in  Capetown,  South  Africa,  were  model- 
led after  the  MDBG.  A  traveling  exhi- 
bition for  the  blind  was  started  in  Cali- 
fornia as  a  result  of  interest  in  the 
MDBG.  Special  exhibitions  for  the  blind 
have  been  held  in  Atlanta,  Boston,  Den- 
ver, Cincinnati,  Columbia,  S.  C,  and 
Charlotte.  Museums  in  Colorado,  Mis- 
souri, Texas,  Brazil,  Israel,  Sweden  and 
France  have  expressed  interest  in  estab- 
lishing museums  for  the  blind. 

The  milestone  in  the  museum's  his- 
tory was  reached  on  Tuesday,  Septem- 
ber 15,  when  Dennis  Sanders,  a  Rocky 
Mount  high  school  senior,  strolled 
through  the  door  to  become  the  mu- 
seum's one  millionth  visitor  since  its 
opening  April  6,  1956. 

Research  on  the  project,  "The  Visual 
Arts  at  Black  Mountain  College,  1933- 
56,"  was  begun  in  1970  with  funds  pro- 
vided by  the  National  Endowment  for 
the  Humanities,  the  North  Carolina 
State  Art  Society  and  the  Mary  Duke 
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Biddle  Foundation.  The  project,  for 
which  the  director  is  the  authorizing 
official  and  Benjamin  F.  Williams,  cura- 
tor of  art,  is  the  principal  investigator,  is 
already  attracting  considerable  interest 
from  museums  throughout  the  country. 

The  appointment  of  an  architect, 
Edward  Durell  Stone  by  the  State  Art 
Museum  Building  Commission,  and  an 
exhaustive  study  of  existing  museums 
have  brought  closer  to  fruition  the  con- 
struction of  a  new  building. 

The  North  Carolina  Museum  of  Art 
Foundation  was  constituted  legally  dur- 
ing the  biennium  with  Dr.  Robert  Lee 
Humber,  Mrs.  James  Semans,  Edwin 
Gill  and  Egbert  L.  Davis,  Jr.  as  officers. 
Upon  the  death  of  Dr.  Humber,  Smith 
Bagley  was  elected  president  of  the 
foundation. 

On  May  29,  1970,  the  director  was 
elected  to  active  membership  in  the 
Association  of  Art  Museum  Directors. 

The  North  Carolina  State  Art  Society 
continued  to  give  valuable  assistance  to 
the  programs  of  the  museum. 

The  society  provided  receptions  for 
the  opening  of  exhibitions  and  luncheons 
and  other  entertainment  in  connection 
with  other  events;  purchased  and  co- 
sponsored  with  the  museum  the  show- 
ing throughout  the  state  of  the  film 
series,  "Civilization,"  and,  in  addition 
to  gifts  through  purchases,  gave  $4,000 
as  proceeds  from  two  tours  to  New  York. 

The  museum  was  improved  externally 
by  bricking  up  the  windows  on  the  fac- 
ade. A  smoke  and  fire  detection  system 
was  installed  throughout  the  museum. 

The  insurance  evaluation  of  the  mu- 
seum collection  was  increased  to  $18 
million. 


Acquisitions 

Acquisitions  continued  to  come  in 
from  generous  donors  from  North  Caro- 
lina and  from  throughout  the  nation. 

A  total  of 623  acquisitions  were  added 
to  the  museum's  collections.  Among 
these  were:  "The  Rehearsal"  by  Hobson 
Pittman,  acquired  through  the  mu- 
seum purchase  fund;  "The  Holy  Family 
Church"  by  Francis  Speight,  acquired 
through  the  museum  purchase  fund 
and  special  fund;  and  "Great  Black"  by 
Henry  Pearson,  a  gift  of  the  artist.  The 
three  artists  are  Native  North  Carolin- 
ians. 

Mr.  and  Mrs.  George  D.  Finch  of 
Thomasville  added  to  their  gifts  to  the 
museum  with  the  presentation  of  "Land- 
scape with  Shipwreck"  and  Land- 
scape with  Waterfall"  by  William 
Charles  Anthony  Frerichs.  The  gift 
brought  to  four  the  number  of  Frerichs 
paintings  presented  to  the  Museum  by 
the  Finches.  The  paintings  by  Frerichs 
are  particularly  valuable  to  the  museum 
because  of  the  recent  revival  of  interest 
in  19th  century  American  painters  and 
paintings. 

Several  works  by  the  North  Carolina 
painter,  Elliott  Daingerfield,  who  was 
honored  with  a  retrospective  exhibition 
in  May  and  June  1971,  entered  the  col- 
lection. Among  these  was  "Field  and 
Sky,"  an  oil  skitch  presented  by  Mr.  and 
Mrs.  William  Rand  and  family  of  Raleigh 
in  memory  of  Major  William  Allison. 
Daingerfield,  a  painter  of  landscapes 
and  religious  subjects,  is  considered  one 
of  the  leading  painters  of  the  State. 

The  purchase  by  the  Museum  of 
"Forward,"  a  painting  by  Jacob  Law- 
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Hobson  Pittman  (Am.,  1900  ) 
The  Rehearsal 
Museum  Purchase  Fund 


rence,  added  another  leading  contem- 
porary artist  to  the  NCMA  collection. 
The  artist  has  been  compared  with 
Orozco,  the  Mexican  artist  who  uses 
political  themes,  and  with  Ben  Shahn, 
for  his  ability  to  illustrate  an  idea. 

Josef  Albers  gave  the  Museum  three 
paintings  "Homage  to  the  Square:  High 
Spring,"  "Centered,"  and  "New  Plant- 
ing." The  gifts  were  especially  welcome 
as  the  museum  is  preparing  a  compre- 
hensive exhibition  of  works  by  Black 
Mountain  College  artists.  Albers  was  a 
professor  at  Black  Mountain  from  1933 
to  1950. 

The  North  Carolina  Bankers  Associa- 
tion joined  the  list  of  donors  to  the  North 


Carolina  Museum  of  Art  with  its  presen- 
tation of  a  porcelain  "Common  Tern"  by 

Edward  Marshall  Boehm. 

A  fine  example  of  18th  century  art 
entered  the  collection  with  a  Philip  de 
La  Hire  painting,  "The  Holy  Family," 
presented  by  the  late  Mrs.  J.  L.  Dorminy 
of  Raleigh,  in  memory  of  Miss  Esther 
Laurie  King. 

The  Museum  entered  the  contempo- 
rary field  of  light  sculpture  with  the  pur- 
chase of  "Galaxy,"  a  lumia  composition 
by  Earl  Reiback.  The  kinetic  lumia  uti- 
lizes intricate  optical  systems  to  produce 
transfigured  images.  Light  is  refracted, 
focused  and  dispersed  all  at  the  same 
time  by  constantly  moving  quartz  crys- 
tals, prisms  and  lenses  to  project  flow- 
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William  Charles  Anthony  Frerichs  (Am.,  born  Belgium, 

1829-1905) 
Landscape  With  Waterfall 

Gift  of  Mr.  and  Mrs.  George  D.  Finch,  Thomasville 


ing  images  through  a  one-way  screen. 
The  images  and  color  patterns  continue 
for  21  hours  without  repeating. 

The  work  of  Romare  Bearden,  like 
Lawrence  a  commentator  on  the  social 
scene,  entered  the  collection  with  the 
purchase  of  a  silkscreen  collage,  "Caro- 
lina Blue."  The  large  silkscreen  collage 
typifies  Bearden's  works  in  its  powerful 
flat  patterning  and  undertones  of  cubist 
form  and  also  in  its  combined  graphic 
collage  technique. 

Mrs.  Peggy  Guggenheim  of  Venice 
gave  a  silkscreen  by  Jim  Moon.  The  tone 
of  the  print  is  partly  naturalistic,  partly 
abstract.  Mrs.  Guggenheim  also  has 
donated  four  paintings  by  Tancredi  and 
an  abstract  composition  by  Jean  Helion 
to  the  museum. 

A  silver  cooler  by  Matthew  Boulton 
was  given  by  Mrs.  L.  Y.  Ballentine  of 
Raleigh.  Boulton  is  considered  the  out- 
standing silversmith  of  Birmingham, 
England,  in  the  18th  and  early  19th 
centuries. 


Mr.  and  Mrs.  Fabius  B.  Pendleton  of 
Raleigh  and  Miss  Sylbert  Pendleton  of 
Warrenton  have  generously  offered  as 
long-term  loans  and  gifts  items  from 
the  Katherine  Pendleton  Clark  Arring- 
ton  Collection.  Mr.  and  Mrs.  Pendleton 
have  given  "Portrait  of  Mrs.  Ford"  by 
Sir  William  Beechey.  Miss  Pendleton 
has  given  an  etching  by  Whistler  and  a 
large  collection  of  graphics,  including 
etchings  by  Louis  Orr.  Mrs.  Arrington 
was  a  leading  patron  of  the  arts  in  North 
Carolina  for  many  years.  She  was  presi- 
dent of  the  North  Carolina  State  Art 
Society,  which  she  helped  found,  from 
1927  to  her  death  in  1955. 

A  Hellenistic  statue  of  Aphrodite, 
dating  from  about  60  B.  C,  also  was 
given  in  memory  of  Mrs.  Arrington.  The 
statue  of  light  parian  marble  on  a  black 
marble  base  was  purchased  with  funds 
provided  by  the  North  Carolina  State 
Art  Society  and  the  Pfifer  Bequest. 

Mr.  and  Mrs.  Fred  Olsen  of  Guilford, 
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Conn.,  lenders  and  donors  to  the  museum 
since  1957,  donated  64  objects  to  the 
Mary  Duke  Biddle  Gallery  for  the  Blind 
and  10  Egyptian  and  Greek  works  to 
the  Museum.  The  items  designated  for 
the  MDBG  included  Greek  and  Roman 
figures,  Luristan  bronze  figures  and 
plaques  and  bronze  figures  from  Peru. 
The  museum  gifts  include  Egyptian 
(Coptic)  stone  and  bone  fragments,  an 
Egyptian  stone  Falcon  Horus,  and 
bronze  Isis  and  Horus,  and  Egyptian 
(Coptic)  textile  fragment,  and  an  impor- 
tant 5th  century  B.C.  Greek  Crater. 

An  important  gift  greatly  enriching 
the  museum's  American  collection  came 
with  the  presentation  by  Mrs.  Marjorie 
Bell  of  New  York  of  works  by  Luks, 
Davies,  Bellows,  Eilshemius,  Pach, 
Blakelock  and  Ryder. 

A  head  of  Helen  Keller  by  the  famed 
sculptor  Jo  Davidson  was  acquired 
through  funds  from  Mrs.  Doak  Finch  of 
Thomasville,  the  Sarah  Graham  Kenan 
Foundation,  the  Marjorie  McCune  Fund 
and  the  NCMA  purchase  fund. 

Mr.  and  Mrs.  Cedric  Marks  of  New 
York  continued  to  donate  generously  to 
the  MDBB,  giving  36  pieces  of  sculpture, 
among  them  a  Mayan  carved  relief  from 
Guatemala. 

Among  gifts  from  the  North  Carolina 
State  Art  Society  was  "The  Capitol- 
Raleigh,"  attributed  to  Jacques  Busbee. 
The  painting  was  purchased  with  funds 
from  a  benefit  ball. 

Mr.  and  Mrs.  James  G.  W.  MacLamroc 
of  Greensboro,  lenders  to  the  Museum 
for  some  years,  have  presented  as  partial 
gifts  the  MacLamroc  Collection  of 
Ancestral  Portraits,  dating  from  the 
early  16th  to  late  17th  century. 

A  brush  and  ink  drawing  by  Reuben 


Tam  entitled  "On  Monhegan,"  was  given 
by  Miss  lola  Moore  of  Raleigh. 

A  portrait  of  the  Duke  of  Mecklenburg 
by  Jocapo  De'Barbari  was  given  by  the 
North  Carolina  State  Art  Society  in 
honor  of  Dr.  Humber. 

A  portrait  of  Mrs.  Joseph  Gales,  Jr.  was 
given  by  the  late  Mrs.  Mary  Wilson 
Walker,  a  former  resident  of  Raleigh. 
The  subject  of  the  portrait  was  the 
daughter-in-law  of  the  celebrated  editor 
and  publisher  of  the  old  Raleigh  Register, 
Joseph  Gales.  The  artist,  Charles  Bird 
King,  was  the  principal  painter  in  Wash- 
ington, D.  C.  from  1816  to  about  1860, 
and  is  recognized  as  one  of  the  most 
skilled  portraitists  of  the  East  Coast  of 
that  period. 

The  family  of  the  late  Ethel  Hughes  of 
New  Bern  gave  a  collection  of  121  draw- 
ings and  one  print  to  the  Museum. 'The 
drawings  represent  a  comprehensive 
collection  of  the  work  of  a  well-known 
illustrator  and  can  be  used  in  any  exhibi- 
tion related  to  illustration  as  well  as  for 
group  shows. 

The  Museum  purchased  a  portrait  of 
Degas  by  Jacques  Emil  Blanche.  Show- 
ing an  elderly  Degas  with  white  beard, 
the  portrait  has  been  called  a  fine 
character  study. 

CURATORIAL 

The  curatorial  department  was  in 
charge  of  13  temporary  exhibitions  and 
one  permanent  one  during  the  biennium. 

A  proud  moment  for  the  museum 
came  with  the  opening  of  "NCMA 
Exhibition  Number  One  from  the  Per- 
manent Collection,"  for  the  exhibition 
was  the  first  assembled  entirely  from  the 
museum's  permanent  collection. 

His  Excellency,  Rolf  Pauls,  Ambassa- 


7 


dor  from  the  Federal  Republic  of  Ger- 
many, and  Governor  and  Mrs.  Robert  W. 
Scott  opened  the  exhibition.  The  gover- 
nor designated  the  exhibition  a  part  of 
the  activities  of  International  Month  in 
North  Carolina. 

With  the  1971  General  Assembly  as 
special  honored  guests,  the  North  Caro- 
lina Museum  of  Art  presented  the  "Elli- 
ott Daingerfield  Retrospective"  exhibi- 
tion. More  than  200  paintings  and  draw- 
ings by  the  North  Carolina  artist  were 
shown.  The  exhibition  was  shared  with 
the  Mint  Museum  of  Art  in  Charlotte, 
who  produced  the  show  after  a  two- 
year  period  of  study  and  research  on 
Daingerfield. 

"The  Colonel  Van  R.  White  Collec- 
tion of  Chinese  Art,"  an  extended  loan 
exhibition,  was  installed  on  the  second 
floor.  Colonel  White  of  Mebane  col- 
lected the  124  items  of  jade,  porcelain, 
bronze  and  ivory  while  in  China  from 
1946-49.  The  collection  greatly  expands 
the  scope  of  the  museum's  presentations 
to  the  public. 

An  exhibition  was  held  honoring  Fred- 
erick Law  Olmsted,  the  first  American 
landscape  architect  and  founder  of  the 
American  Society  of  Landscape  Engi- 
neers. Lieutenant  Governor  H.  P.  Taylor 
opened  the  exhibition  of  panel  photo- 
graphs of  Olmsted's  landscape,  urban, 
park  and  campus  designs.  Included  was 
his  design  for  the  grounds  at  Biltmore 
Estate  and  his  plan  for  the  Village  of 
Pinehurst. 

The  North  Carolina  Museum  of  Art 
was  one  of  six  sites  where  an  exhibition, 
"The  Sculpture  of  Gaston  Lachaise," 
was  shown.  The  exhibition  consisted  of 
38  bronzes  and  20  drawings. 

The  annual  North  Carolina  Artists 
Exhibitions  continued  to  prove  popular 


with  artists,  judging  from  the  number  of 
works  submitted.  For  the  32nd  annual 
in  1969,  approximately  700  works  were 
submitted,  of  which  106  were  selected 
for  exhibition.  Twenty  of  these  were 
chosen  for  the  1970  traveling  exhibition. 
From  880  works  submitted  for  the  33rd 
annual  in  1970,  the  jury  selected  263  to 
be  exhibited.  A  total  of  24  works  were 
selected  for  the  1971  traveling  show.  A 
record  number  of  800  people  attended 
the  opening  reception. 

A  new  traveling  exhibition,  "The 
North  Carolina  Student  Invitational," 
brought  to  nine  the  number  available 
for  circulation  to  galleries  and  museums 
throughout  the  state.  The  exhibition  is 
made  up  of  25  student  works  from  the 
department  of  art  at  the  University  of 
North  Carolina  at  Chapel  Hill.  A  work- 
shop was  held  for  gallery  directors,  fine 
arts  coordinators  and  librarians  who  use 
the  traveling  exhibitions. 

Seven  catalogues  were  published  to 
accompany  exhibitions  and  cover  spe- 
cific areas  of  the  museum's  collection. 

Thirty-three  works  were  restored  and 
three  framed. 

During  the  biennium  the  entire  sec- 
ond floor  of  the  museum  was  repainted. 
A  gallery  on  the  second  floor  was  reno- 
vated to  hold  the  Colonel  White  collec- 
tion. The  department  began  to  replace 
all  wall  and  cabinet  labels  for  the  second, 
third  and  fourth  floor  collections  with 
new  labels  of  a  smaller  size  in  more  ap- 
propriate colors. 

More  than  200  people  from  through- 
out the  state  took  advantage  of  the  de- 
partment's Monday  afternoon  exami- 
nation service  for  works  of  art. 

Education 

The  education  department  continued 
its  innovative  ways  of  past  years  with 
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Charles  Bird  King  (Am.,  1785-1862) 
Mrs.  Joseph  Gales  Jr. 

Gift  of  Mrs.  Mary  Wilson  Walker,  Naples,  Fla. 


Jacopo  de'Barbari  (It.,  c.  1440-50-c.  1515) 
Portrait  of  Henry  V ,  the  Peaceful,  Duke  of  Mecklenburg 
Gift  of  the  N.  C.  State  Art  Society  in  honor  of  Dr. 
Robert  Lee  H umber 


Sir  William  Beechey  (Eng.,  1753-1839) 
Mrs.  Ford 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton  of  Raleigh  in 
memory  of  Katherine  Clark  Pendleton  Arl  ington 


Jacques  Emile  Blanche  (Fr.,  1861-1952) 
Portrait  of  Degas 
Museum  Purchase  Fund 
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two  pilot  programs  aimed  at  enriching 
art  programs  in  the  county  schools. 

The  department  conducted  an  experi- 
mental program  at  Fred  A.  Smith  School, 
a  county  school  with  no  art  program. 
The  principal,  M.  R.  Moye,  and  the 
Parent-Teacher  Association,  were  aided 
in  buying  visual  materials  for  classroom 
use.  A  series  of  lectures,  several  of  them 
calling  for  student  participation,  were 
given  to  sixth  graders,  and  were  re- 
ceived enthusiastically. 

Elementary  teachers  from  the  county 
attended  an  in-service  teacher  education 
program,  a  pilot  project  designed  to  aid 
teachers  in  using  art  in  the  classroom. 
The  program,  for  which  the  teachers 
received  credit,  included  the  study  of 
art  history  and  appreciation  through  the 
schools  represented  in  the  museum  col- 
lection. 

An  active  program  of  touring  contin- 
ued with  more  than  64,000  school 
children  and  about  8,500  adults  taking 
guided  tours  conducted  by  the  educa- 
tion department  and  its  docents. 

The  staff  gave  lectures  on  the  history 
of  art,  drawing  on  the  museum's  collec- 
tion as  the  basis  of  study.  Groups  attend- 
ing the  lectures  included  many  school 
and  college  groups. 

For  the  public  the  department  also 
sponsored  eight  chamber  music  concerts 
and  a  lecture  by  John  Kerslake  of  the 
National  Portrait  Gallery  in  London. 

The  department  published  three  bro- 
chures, "A  Treasure  Hunt  for  Boys  and 
Girls;''  a  Tour  Map,  and  a  brochure  of 
the  1970-71  concert  series.  In  addition 
staff  members  did  research  on  six  sub- 
jects, one  of  which  led  to  publication  of 
an  article  by  Mrs.  Dorothy  Rennie,  cura- 
tor of  education,  in  the  Museum  Bul- 
letin. 


Docents  did  research  on  18  subjects 
and  presented  one  lecture  in  French  on 
the  French  gallery. 

The  advanced  workshop  programs  for 
docents  continued  through  the  biennium 
with  lectures  by  Museum  staff  members 
and  artists,  teachers  and  personnel  from 
other  museums. 

A  docent  exchange  program  was  be- 
gun with  the  Museum's  docents  visiting 
the  Weatherspoon  Gallery  at  the  Uni- 
versity of  North  Carolina  at  Greensboro 
and  playing  host,  in  turn,  to  docents 
from  the  gallery.  The  Museum  docents 
also  were  hosts  to  docents  from  Reynolda 
House  in  Winston-Salem. 

"Treasure  Hunts,"  a  program  of  tours 
for  children,  was  conducted  both  sum- 
mers during  the  biennium.  About  60 
children  between  the  ages  of  3  and  12 
attended  the  six  sessions  in  the  pro- 
grams. On  one  occasion  almost  200  chil- 
dren came. 

A  total  of  65  Art  Society  members 
came  to  the  museum  for  a  day-long  sem- 
inar planned  by  the  education  depart- 
ment. The  group  heard  talks  on  various 
aspects  of  the  museum  operation  and 
toured  the  museum. 

Mary  Duke  Biddle  Gallery 

The  Mary  Duke  Biddle  Gallery  for 
the  Blind  continued  its  highly  successful 
program  of  exhibitions  for  the  blind. 

The  esteem  in  which  the  gallery  is 
held  is  shown  by  the  two  grants  of 
$25,000  each  given  to  it  by  the  Depart- 
ment of  Health,  Education,  and  Welfare 
in  March,  1969,  and  in  February,  1970. 

Entire  families  of  blind  persons  have 
been  among  the  2,200  blind  people  who, 
along  with  thousands  of  sighted  people, 
visited  the  gallery  during  the  biennium. 
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Many  kindergarten  children  have  re- 
ceived their  introduction  to  the  museum 
through  visiting  the  blind  gallery.  Many 
sighted  people  have  found  a  new  under- 
standing of  the  blind  by  touring  the  gal- 
lery blindfolded  and  "seeing'  as  the 
blind  do,  with  their  fingers. 

The  gallery  continued  to  receive 
many  gifts  from  private  collectors  and 
many  gifts  from  private  collectors. 

The  gallery  had  special  exhibitions 
on  Eskimo  and  African  art  glass  projects 
done  by  School  of  Design  students  from 
North  Carolina  State  University,  sculp- 
tures by  John  Cody  and  Ernest  Illman, 
mechanical  coin  banks  and  a  curator's 
choice  of  curios  from  the  collection  rep- 
resenting six  civilizations. 

The  gallery  has  received  extensive 
publicity  both  in  this  country  and  a- 
broad.  Both  the  director  and  Miss  Maya 
Reid,  the  assistant  curator  of  the  gallery, 
have  spoken  to  a  number  of  groups  and 
have  appeared  on  many  television  pro- 
grams. 

Research 

A  new  office,  that  of  curator  of  re- 
search, was  added  to  the  museum  with 
the  resignation  of  Dr.  Bier  as  director 
and  his  appointment  as  curator  of  re- 
search and  director  emeritus. 

In  this  capacity  he  has  discovered 
new  evidence  on  the  provenance  and 
historical  data  of  two  works  in  the  mu- 
seum collection;  has  offered  assistance 
on  research  projects  conducted  in  the 
museum  and  elsewhere  in  this  country 
and  abroad;  and  in  visits  to  Europe  has 
furthered  his  research  on  his  study  of 
the  15th-16th  century  German  sculptor, 
Tilmann  Reimenschneider. 


Public  Information 

Museum  attendance  for  1969-70  was 
83,089  and  for  1970-71  was  81,845. 

Twenty  issues  of  the  Calendar  of  Art 
Events  and  six  issues  of  the  quarterly 
Bulletin  were  published. 

A  total  of  131  news  releases  was  sent 
to  news  media  and  colleges,  museums 
and  galleries.  Newspaper  space  accorded 
the  museum  continued  to  mount,  with 
17,394  inches  being  recorded,  a  gain 
of  more  than  3,000  over  the  preceding 
biennium. 

The  museum  was  represented  in  16 
books  and  periodicals  published  in  the 
state,  39  published  nationally,  and  18 
published  abroad. 

Administration 

As  an  agency  of  the  state  of  North 
Carolina,  the  museum  receives  its  entire 
operating  budget  from  appropriations 
by  the  General  Assembly  on  a  biennial 
basis.  For  this  biennium,  the  assembly 
appropriated  a  total  of  $807,554.  The 
museum  also  has  a  special  fund  estab- 
lished to  receive  cash  donations  and  to 
handle  receipts  from  the  operation  of 
the  museum  book  store  and  from  federal 
and  foundation  grants. 

Library 

Considerable  emphasis  was  laid  dur- 
ing the  biennium  on  cataloguing  the 
numerous  books  in  the  collection  left 
the  museum  by  Dr.  W.  R.  Valentiner, 
the  museum's  first  director. 

The  library  more  than  doubled  its 
acquisition  of  books,  including  exhibi- 
tion catalogs  and  bound  periodicals,  in 
comparison  with  the  previous  biennium. 
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Dr.  Justus  Bier  lectures  to  students 
(Photo  Courtesy  N.  C.  Leader) 


Loans 

Loans  from  the  museum's  collections 
during  the  biennium  totalled  40  works 
of  art  sent  to  25  exhibitions  in  this  coun- 
try and  abroad. 

Among  the  exhibitions  at  which  our 
paintings  were  shown  were:  "European 
Paintings"  on  the  occasion  of  the  formal 
opening  of  the  Duke  University  Art  Mu- 
seum; "Rembrandt  Tercentenary"  at  the 
Art  Institute  of  Chicago,  Minneapolis 
Institute  of  Arts  and  Detroit  Institute  of 
Arts;  "19th  Century  America"  at  the 
Metropolitan  Museum  of  Art;  "Natura 
ed  espressione  nell'arte  bolognese- 
emiliana"  at  the  Ente  Bolognese  Mani- 


festanzioni  Artistiche,  Bologna,  Italy; 
"Painting  in  Italy  in  the  Eighteenth 
Century"  at  the  Toledo  Museum  of  Art, 
Art  Institute  of  Chicago,  and  Minnea- 
polis Institute  of  Arts;  "Arts  of  the 
Southern  Highlands"  at  the  Pennsyl- 
vania Academy  of  the  Fine  Arts;  and 
"A  Medieval  Treasury  from  Southeastern 
Collections"  at  the  William  Hayes  Ack- 
land  Memorial  Art  Center,  the  Univer- 
sity of  North  Carolina,  Chapel  Hill. 


Charles  W.  Stanford 
Director 
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BIENNIAL  REPORT  OF  CURATORIAL  DEPARTMENT 
JULY  1, 1969  -  JUNE  30, 1971 


EXHIBITIONS 


June  22-September  7,  1969 


look  back.  A  major  exhibition  from  the  collection  of  the 
de  Menil  family.  A  poster  designed  and  distributed  to 
colleges,  libraries,  galleries,  and  summer  festivals  in  North 
Carolina,  South  Carolina,  Virginia,  and  Georgia  helped 
attendance  and  created  additional  interest. 


September  20-October  31,  1969  Frederick  law  olmsted.  An  exhibition  honoring  the 

1  first  American  landscape  architect  and  rounder  of  the 

American  Society  of  Landscape  Architects  almost  a  century 
ago.  The  show,  sponsored  by  the  society,  included  panel 
photographs  of  his  landscape,  urban,  park  and  campus 
designs.  Included  also  was  his  design  for  the  grounds  at 
Biltmore  near  Asheville,  and  his  plan  for  the  "Village  of 
Pinehurst." 

Lt.  Governor  H.  P.  (Pat)  Taylor  formally  opened  the 
exhibition  at  the  museum  with  a  short  talk  on  the  im- 
portance of  conservation  and  planning.  Albert  Fein  of 
New  York  lectured  on  Frederick  Law  Olmsted  on  Septem- 
ber 23.  Fein  is  director  of  the  Study  of  Landscape  Arch- 
itecture for  the  Ford  Foundation  and  the  American 
Society  of  Landscape  Architects  Foundation. 


December  4,  1969-Tanuary  15,  1970   32n°  ANNUAIr  NOR™  Carolina  artists  exhibition.  The 

J  J  32nd  Annual  North  Carolina  Artists  Exhibition  opened 

with  more  than  300  people  in  attendance.  Of  the 
approximately  700  works  submitted  to  the  competition, 
106  were  selected  for  the  exhibition.  Twenty  of  these  were 
also  selected  for  the  1970  Traveling  Exhibition. 


February  8-March  1,  1970 


award  winners  show.  Following  the  32nd  Annual, 
a  group  show  of  the  winners  went  on  view  on  the  4th 
floor.  Each  winner  was  invited  to  submit  two  works  of 
his  choice  in  any  media. 


April  5- April  28,  1970  THE    °oor.    This    exhibition   was   produced   from  four 

components:  A  collection  of  actual,  doors;  photomurals  of 
both  international  and  American  doors;  a  slide  presenta- 
tion with  accompanying  tape  of  North  Carolina  doors 
photographed  and  chosen  by  the  NCMA;  and  a  collection 
of  antique  door  hardware  borrowed  locally. 
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The  Gaston  Lachaise  Exhibition  drew  lively  comment  from  viewers. 


5-Mav  31   1970  THE  SCULPTURE  OF  caston  lachaise.  This  exhibition, 

'       '  consisting  of  38  bronzes  and  20  drawings,  was  assembled 

and  circulated  by  the  Gaston  Lachaise  Foundation  of 
Boston  through  the  Felix  Landau  Gallery  of  Los  Angeles 
and  The  Robert  Schoelkoph  Gallery  of  New  York  City. 

A  formal  opening,  hosted  by  the  N.C.  State  Art  Society, 
was  preceded  by  a  lecture  by  Donald  B.  Goodall,  an 
authority  on  Lachaise. 


7  T  1Q70  design  in  glass  -  four  British  schools.  An  exhibition 

/-June  d\J,  iy/U  of  10Q  0bjects  presenting  the  best  in  British  glass  design 

today.  Represented  in  the  exhibition  were  decorative 
and  utilitarian  objects  as  well  as  sculptures  designed  and 
executed  by  the  faculty  and  students  of  four  British 
schools. 
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July  12-August  27, 1970 


please  be  seated.  The  second  exhibition  in  a  series  of 
Decorative  Arts  Exhibitions  sponsored  by  the  American 
Federation  of  Arts.  The  show,  arranged  chronologically, 
included  a  group  of  historic  examples  and  a  cross  section  of 
the  finest  chairs  currently  in  production. 


October,  1970 


NCMA    EXHIBITION    NUMBER    ONE    FROM    THE  PERMANENT 

collection.  Opened  by  His  Excellency,  Roff  Pauls,  am- 
bassador from  the  Federal  Republic  of  Germany  and 
Governor  and  Mrs.  Robert  W.  Scott.  The  exhibition, 
designated  by  the  Governor  as  part  of  the  activities  of 
International  Month  in  North  Carolina,  was  the  first  major 
exhibition  assembled  entirely  from  the  permanent 
collections  of  the  NCMA. 


December  6,  1970- January  31,  1971 


33RD  ANNUAL  NORTH  CAROLINA  ARTISTS '  EXHIBITION.  The 

largest  show  in  the  history  of  the  North  Carolina  Artists' 
Exhibition.  From  880  submitted  works,  the  jury  selected 
263  to  be  exhibited.  Another  record  for  this  annual  event 
was  the  attendance  of  over  800  people  at  the  opening 
reception. 


April  4,  1971 


award  winners'  show.  Award  winners  from  the  33rd 
Annual  were  invited  to  take  part  in  a  group  show  of  their 
recent  work,  represented  by  two  works  from  each  artist. 


May  26-June  20, 1971 


COLONEL  VAN  R.  WHITE  COLLECTION  OF  CHINESE  ART.  An 

extended  loan  exhibition  from  the  collection  of  Colonel 
Van  R.  White  of  Mebane,  N.C. 

The  collection  itself,  comprising  124  items,  includes 
jade,  porcelain,  bronze  and  ivory  from  the  Sung,  Ming, 
Ch'ing  and  Ch'ien  Lung  dynasties. 


March  7-April  11,  1971 


ELLIOTT    DAINGERFIELD    RETROSPECTIVE.    With    the  1971 

General  Assembly  as  honored  guests,  300  people  attended 
the  opening  and  reception  of  this  retrospective  exhibition 
of  the  works  of  the  North  Carolina  artist,  Elliott  Dainger- 
field.  The  exhibition  was  shared  with  the  Mint  Museum 
of  Art  in  Charlotte  where  the  exhibition  was  originally 
organized. 
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TRAVELING  EXHIBITIONS 


During  this  biennium  a  new  traveling  exhibition 
was  added  to  those  available  from  the  North 
Carolina  Museum.  The  North  Carolina  Student 
Invitational,  University  of  North  Carolina  at 
Chapel  Hill,  was  created  in  the  summer  of  1969 
and  began  circulating  in  January,  1970.  The 
exhibition,  made  up  of  25  student  works  from 
the  Department  of  Art  at  the  University  at 
Chapel  Hill,  was  selected  by  the  faculty;  framed; 
crated  and  then  offered  to  the  museum  to  be 
used  as  a  circulating  exhibition.  In  the  future 
other  state-affiliated  senior  institutions  will  be 
encouraged  to  produce  similar  exhibitions  of 
their  student  work  for  circulation  in  North 
Carolina. 


DURER    REVELATION  WOODCUTS 


16  woodcuts  by  Albrecht  Diirer  illustrate  the  Book  of 
Revelation  from  the  Bible.  Shown  in  11  cities  throughout 
the  state. 


EARLY  BOOK  ART 


39  manuscript  and  printed  pages,  dating  trom  1430  to 
1590,  most  of  which  are  hand-illuminated. 


EUROPEAN  PRINTS  (CONTEMPORARY) 


Collection  of  18  graphic  works  by  contemporary  artists 
who  are  best  known  for  their  paintings  with  the  French 
School  predominating.  Most  of  this  collection  has  been 
given  to  the  museum  by  Mr.  and  Mrs.  Edward  Benjamin. 
Shown  in  16  cities  throughout  the  State. 


JAPANESE  PRINTS 


40  framed  prints  by  famous  Japanese  printmakers  taken 
from  the  permanent  collection  of  the  NCMA. 


NORTH  CAROLINA  ARTISTS 


Paintings,  sculptures,  prints,  chosen  by  the  jury  from  the 
annual  N.C.  Artists  Exhibitions.  This  show  travels  during 
the  year  following  each  NCAE.  Shown  in  20  cities  through- 
out the  state. 


NORTH  CAROLINA  PRINTMAKERS 


Thirty  original  prints  by  contemporary  N.C.  artists.  Shown 
in  12  cities  throughout  the  State. 


NORTH  CAROLINA  S  CAPITAL,  RALEIGH 


Eighty  mounted,  enlarged  photographs  of  important 
Raleigh  buildings,  some  historical,  some  contemporary. 
These  pictures  are  reproductions  from  the  book  by  Eliza- 
beth Waugh. 
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ST.  LEON  BOUQUET 


Nineteen  untitled  flower  arrangement  watercolors  painted 
between  1830  and  1840.  They  represent  the  delicate 
"ladies  art"  of  the  period. 


north  Carolina  student  invitational  Twenty-five  student  works  from  the  Department  of  Art  at 

the  University  at  Chapel  Hill  selected  by  the  faculty, 
framed,  crated  and  then  offered  to  the  Museum  to  be 
used  as  a  traveling  exhibition. 


TRAVELING  EXHIBITION  WORKSHOP 

On  Oct.  9,  1969,  a  workshop  for  gallery  di- 
rectors, fine  arts  coordinators  and  librarians 
who  use  the  NCMA's  traveling  exhibitions  was 
held  at  the  museum.  The  seminar  topics  covered 
the  areas  of  the  use  and  content  of  the  traveling 
exhibitions,  the  museum,  art  and  the  community, 
and  problems  and  pointers  for  the  planning  of 
multi-purpose  galleries.  Fifty-three  persons  at- 
tended the  workshop. 


EXHIBITION  PUBLICATIONS 


Thirty -second  Annual  North  Carolina  Artists 
Exhibition.  Published  by  the  North  Carolina 
Museum  of  Art,  1970.  35  pages,  31  illustra- 
tions. 


Award  Winners.  Checklist,  1970. 


The  Door.  Published  by  the  North  Carolina  Mu- 
seum of  Art,  1970.  24  pages,  10  illustrations. 


Award  Winners.  Checklist,  1971. 

Colonel  Van  R.  White  Collection  of  Chinese  Art. 
Published  by  the  North  Carolina  Museum  of 
Art,  1971.  76  illustrations. 

North  Carolina  Artists  Traveling  Exhibition.  Pub- 
lished by  the  North  Carolina  Museum  of  Art, 
1971.  16  pages,  24  illustrations. 


Exhibition  Number  One  from  the  Permanent 
Collection.  Published  by  the  North  Carolina 
Museum  of  Art,  1970.  173  pages,  70  illustra- 
tions. 


Thirty-third  Annual  North  Carolina  Artists  Ex- 
hibition. Published  by  the  North  Carolina 
Museum  of  Art,  1971.  48  pages,  13  illus- 
trations. 


Drawings  and  Watercolors.  Published  by  the 
North  Carolina  Museum  of  Art.  Summer, 
1969.  79  pages,  110  illustrations.  (This  cata- 
logue is  a  preliminary  study  of  the  total  col- 
lection of  the  NCMA  in  these  two  areas.  The 
purpose  of  the  catalogue  is  to  provide  a  ready 
record  of  our  collection  so  that  both  experts 
and  students  may  begin  working  on  those 
items  that  present  problems  of  iconography, 
authorship,  or  origin). 
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RESTORATION 

John  Hesselius  (American,  1728-1778) 
PORTRAIT  OF  RICHARD  SPRIGGS 
GL.63.33.1 

Gift  of  Charles  V.  Cheney,  Charlotte 
Relined,  stretched  on  new  stretcher,  revarnished 
and  restored. 

William   Charles   Anthony   Frerichs   (b.  1829, 

Ghent,  Belgium  d.  1905,  Staten  Island) 
LANDSCAPE  WITH  SHIPWRECK 
G.71.6.1 

Gift  of  Mr.  and  Mrs.  George  D.  Finch,  Thomas- 
ville 

Relined,  stretched  on  new  stretcher,  revarnished 
and  restored. 

Theodor  Rombouts  (b.  Antwerp,  1597-1637) 

BACKGAMMON  PLAYERS 

GL.67.13.7 

Given  in  memory  of  their  father,  E.  G.  Flanagan, 
by  his  children,  E.  Graham  Flanagan,  Charles  R. 
Flanagan  and  Mrs.  Rosemond  Flanagan  Wagner, 
Greenville. 

Removal  of  all  over-paint.  To  be  completely  re- 
stored. 

Lombard  School  (15th  Century) 

MADONNA  AND  CHILD  WITH  SAINTS  AND 

DONOR 

KGL.60.12.21 

Samuel  H.  Kress  Foundation 

Small  spot  in  central  portion  covered  and  revar- 
nished in  spot. 

John  Hoppner  (English,  1788-1810) 

WILLIAM  PITT  THE  YOUNGER 

G.52.13.1 

Anonymous  Gift 

Cleaned 

John  Hoppner  (English,  1758-1810) 
THE  HUDSON  FAMILY 
52.9.75 

Purchase  from  original  state  appropriation  and 
Phifer  Funds. 

Loss  of  paint  film.  Primed,  retouched  and  re- 
varnished. 

William  G.  Brown  (American,  b.  England  1823- 
1894) 

PORTRAIT  OF  A  LADY 

Gift  of  Mr.  and  Mrs.  Peter  Hairston,  Advance 

Painting  relined.  To  be  completely  restored 

Max  Weyl  (German,  1837-1914) 

LANDSCAPE 

Phifer  Collection 


Philip  Moose  (Am.,  1921) 
Captive  Bird 

Given  in  honor  of  Miss  Lucy  Cherry  Crisp  by  her 
friends 


Cleaned,  relined,  missing  parts  re-built,  protection 
coat  applied. 

Bernardo  Belloto  (Italian,  1724-1780) 

VIEW  OF  DRESDEN  WITH  HOFKIRCHE  AT 

RIGHT 

52.9.146 

Original  State  Purchase 

Removal  of  discolored  varnish,  previous  restora- 
tions adjusted  and  protection  coat  applied.  Res- 
toration recorded  in  set  of  detailed  photographs. 
Restoration  completed. 

Francois  Boucher  (French,  1703-1770) 
JUPITER  AND  CALLISTO 
G.55.8.1 

Gift  of  Mr.  and  Mrs.  Sosthenes  Behn,  New  York. 
Varnish  restoration  completed. 

Francois  Boucher  (French,  1703-1770) 
VENUS  RISING  FROM  THE  WAVES 
G.55.8.2. 

Gift  of  Mr.  and  Mrs.  Sosthenes  Behn,  New  York 
Varnish  restoration  completed. 

D.  A.  Tauszky  (American,  1878-1934) 
SKETCH  FOR  A  PORTRAIT  -  GIRL  IN  FRONT 
OF  CHINESE  SCREEN 
Phifer  Collection 

Paint  losses  restored,  revarnished  and  framed. 
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Ogden  Deal  (Am.,  1932  ) 
Woman 


Gift  of  the  artist 

Leon  Bonnet  (American,  1868-1934) 
SUMMER  LANDSCAPE 
Phifer  Collection 

Paint  losses  restored,  revarnished  and  framed. 

Ralph  Earl,  Jr.  (American,  1751-1801) 
COMMODORE  STEPHEN  DECATUR 
Mrs.  Brogden  Spence,  Private  Collection 
Heavy  synthetic  varnish  removed.  Previous  res- 
torations adjusted.   Paint  losses  filled  and  re- 
stored. 

Robert  Phifer 

RED  SNOW,  MT.  FUGI,  LAKE  HOKONE 
Phifer  Collection 

Fastened  down  loose  paint.  Cleaned  and  revar- 
nished. 

Walker  Meyner  (American,  1867-1934) 
WINTER  TWILIGHT 
Phifer  Collection 

Paint  losses  restored,  revarnished  and  framed. 


J.  R.  Koopman  (American,  1881-1934) 
SEA  PINES 
Phifer  Collection 

Cleaned,  stretched  and  revarnished.  Mounted 
into  a  new  frame. 

Henry  B.  Snell  (American  1858-1934) 
SEASCAPE  WITH  ROCKS 
Phifer  Collection 

Cleaned,  relined,  and  revarnished. 

John  Frederick  Kensett  (American,  1818-1872) 
LAKE  SCENE  AT  SUNSET 
Phifer  Collection 

Relined  with  wax  resin.  Holes  have  been  filled. 
Restoration  complete. 

Norval  H.  Busey 
VENICE 
Phifer  Collection 

Cleaned  and  protection  coat  applied. 

David  Teniers,  The  Younger  (Flemish,  1610-1690) 

FLIGHT  INTO  EGYPT 

52.9.117 

State  Purchase  Fund 

Returned  from  a  loan  to  the  Norfolk  Museum  of 
Arts  and  Sciences.  Examined,  frame  touched  up 
and  re-installed  in  gallery. 

Isaac  de  Jourderville  (Dutch,  1613-about  1645) 

A  LAUGHING  YOUNG  MAN 

G.57.27.1 

Gift  of  Mr.  Leon  Medina,  New  York 

Varnish  removed,  fills  exposed,  revarnished  to  seal 

off  fills  and  fills  retouched. 

Italian,  (18th  Century) 
LANDSCAPE  WITH  FIGURES 
G.70.52.1 

Gift  of  the  Family  of  Dr.  and  Mrs.  James  Marion 
Pickell,  Naples,  Florida. 

Partially  cleaned  and  photographic  record  has 
been  taken  in  black  and  white,  color  and  infra  red. 
Previous  lining  removed  and  new  canvas  (im- 
ported Irish  linen)  has  been  applied  with  resin 
wax  medium.  Missing  parts  in  paint  film  have 
been  filled.  Painting  to  be  revarnished. 

Cesoire  dell'  Acqua  (Austrian,  1821-1904) 
PORTRAIT  OF  A  WOMAN 
G.69.46.1 

Gift  of  Mr.  and  Mrs.  Edward  Ezell,  Springfield, 
Illinois 

Cleaned  and  revarnished,  cracks  filled.  Restora- 
tion completed. 
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PERSIAN  WATER  POT  FOR  PIPE 
Gift  for  the  Gallery  for  the  Blind 
Remounted  by  restorer. 

Eglon  Hendrick  van  der  Neer  (Dutch,  1634-1703) 

A  YOUNG  CAVALIER 

G.68.38.1 

Gift  of  William  Miesegaes,  New  York 
Test  for  removal  of  varnish  performed.  Restora- 
tion complete. 

Marc  Gheeraerts  (English,  1561-1635) 
LADY  ARABELLA  STUART 
52.9.72 

Original  State  Appropriation 

Synthetic  resin  partially  dissolved  and  removal 
from  canvas  in  previously  mentioned  areas. 
Those  areas  have  been  revarnished. 

Cornelius  Jansen 

PORTRAIT  OF  MRS.  HONEYWOOD  (1527- 

1620) 

GL.67.7 

Partial  gift  of  James  G.  W.  MacLamroc,  Greens- 
boro. 

Back  resealed  and  returned  to  gallery. 

Charles  Bird  King  (American,  1785-1862) 
PORTRAIT  OF  MRS.  JOSEPH  GALES,  JR. 
G.69.40.1 

Gift  of  Mrs.  Mary  Wilson  Walker,  Naples,  Florida 
Cleaned  and  relined.  Holes  filled  and  missing 
paint  film  restored.   Protection  coat  has  been 
applied.  Frame  has  been  cleaned  and  touched 
up. 

Henry  Wyatt  (English,  1794-1840) 
PORTRAIT  OF  A  GENTLEMAN 
G.67.47.1 

Gift  of  Mr.  and  Mrs.  R.  Philip  Hanes,  Jr.,  Winston- 
Salem 

Painting  sealed  in  back  with  micro-wax.  Returned 
to  gallery. 

Antonio  Puga  (Spanish,  17th  Century;  active  c. 
1653) 

MOORISH  SERVANT 
G.69.20.1 

Gift  of  Mr.  and  Mrs.  Benjamin  Cone,  Greensboro 
Has  been  returned  to  the  Museum  after  being  in 
New  York  for  restoration.  This  very  careful 
restoration  took  8  months  to  complete  with  a 
number  of  conferences  between  the  restorer  and 
the  Curator  of  Art.  The  painting  was  completely 
relined,  paint  film  reattached  and  cleaned. 


Romare  Bearden  (Am.,  1914  ) 
Carolina  Blue 
Museum  Purchase  Fund 

Angelo  Bronzino  (Italian,  1502/3-1572) 
PORTRAIT  OF  A  LADY 
G.69.59.1 

Gift  of  Mr.  and  Mrs.  Peter  Williams,  Raleigh 
Now  under  restoration  in  New  York. 
All  indications  point  to  the  late  Bronzino.  A  date 
of  1462  has  been  uncovered  and  a  signature,  not 
decipherable,  is  being  investigated  in  six 
European  Museums.  Painting  restoration  com- 
pleted. 

Arthur  Lee  Svenson 
SANITARY  LOCK-UP 

Damaged  work  in  the  32nd  Annual  N.C.  Artist's 
Exhibition  repaired  and  returned  to  the  Exhibi- 
tion. 

FRAMING 


Raphael  (Raffaello  Santi)  1483-1520 

ST.  JEROME   PUNISHING  THE  HERETIC 

SABINIAN 
G.65.21.1 

Gift    of   Mrs.    Nancy    Reynolds    Verney,  the 
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Sarah  Graham  Kenan  Foundation,  and  Julius 
H.  Weitzner;  and  the  Museum  Purchase  Fund. 

Pedro  de  Camprobin  (Spanish,  1605-1674) 
STILL  LIFE  WITH  FRUIT,  JUG,  AND  GLASS 
52.9.171 

Original  State  Purchase 


Philippe-Jacques  Loutherbourg  (French,  1740- 

1812) 

SUMMER 

G.70.40.1 

Gift  of  Mr.  and  Mrs.  Cedric  A.  Marks,  New  York 


LOAN  OF  THE  MONTH  PROGRAM 


George  Rickey  (American,  1907  -  ) 

SEVEN  IN  A  CIRCLE,  1966 

Lent  by  Mr.  and  Mrs.  Edgar  H.  Hunter,  Raleigh 

Marco  Zoppo  (Italian,  1433-1498) 
CHRIST  OF  THE  SEPULCHRAL 
Anonymous  Loan 

Hobson  Pittman  (American,  contemporary) 
INTERIOR  OF  EXECUTIVE  MANSION 
Lent  by  the  artist 

William  Garle  Browne  (American,  b.  England, 

1823-1894) 
WILLIAM  GRIMES,  1860-1865 
Lent  by  Mr.  and  Mrs.  Mason  P.  Thomas,  Jr., 

Chapel  Hill 

Jan  Rutgers  van  Nieuwal  (Dutch,  active,  1643- 
1661) 

UNKNOWN  MEMBER  OF  THE  KERR  FAMILY 
PORTRAIT  OF  ROBERT  KERR,  FOURTH 
EARL  OF  LOTHIAN 

Lent  by  Dr.  and  Mrs.  George  L.  Carrington, 
Burlington 

Frederic  Remington  (American,  1861-1909) 
COWBOY  FUN  IN  OLD  MEXICO,  c.  1906 
Lent  by  Dr.  and  Mrs.  Anders  S.  Lunde,  Chapel 
Hill 

Ralph  Eleazer  Whitesides  Earl  (American,  1788- 
1837) 

COMMODORE  STEPHEN  DECATUR 
Lent  by  Mr.  and  Mrs.  G.  B.  Spence,  Raleigh 

Arshile  Gorky  (American,  1905-1948) 

STUDY  FOR  FIREPLACE  IN  VIRGINIA,  1946 

Lent  by  Mr.  and  Mrs.  John  Foushee,  Chapel  Hill 


July-August,  1969 
September,  1969 
October,  1969 
November,  1969 


December,  1969 


January,  1970 


February,  1970 


March,  1970 
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Horace  Farlowe  (seated)  and  friends  pose  with  his 
gargantuan  wood  sculpture  in  the  1970  Award  Winners 
exhibition. 


Jeremiah  Theus  (American,  b.  Switzerland  before 

1720,  d.  1774) 
MRS.  RAWLINS  LOWNDES 
Lent  by  Mr.  and  Mrs.  Joseph  Gamier,  Pinehurst 

Maurice  Utrillo,  V.  (French,  1883-1955) 
MONTMARTRE 

Lent  by  Mr.  Alex  B.  Andrews,  Raleigh 

Pablo  Picasso  (Fr.,  b.  Spain,  1881) 

STILL  LIFE  WITH  JONQUILS  AND  IRIS 

Lent  by  Mrs.  George  Lurcy,  High  Point 

Georges  Seurat  (French,  1859-1891) 
LANDSCAPE 

Lent  by  Mrs.  Georges  Lurcy,  High  Point 

Angelo  Bertini  (Italian) 
GIORGIO  WASHINGTON  BY  CANOVA 
Domenico  Marchetti  (Italian,  1780-1844) 
GIORGIO  WASHINGTON  BY  CANOVA 
Both  lent  by  Charles  W.  Stanford,  Raleigh 


April,  1970 


May,  1970 


June-July,  1970 
August-September,  1970 
October,  1970 
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Hendrick  Goltzius  (Muhlbrecht  near  Venlo,  1558- 
1617) 

JUDGMENT  OF  PARIS 

Lent  by  Dr.  Loring  B.  Walton,  Durham 

William  M.  S.  Doyle  (1769-1828) 
THE  REV.  ELISHA  E.  WILLIAMS 
Lent  by  Mrs.  John  Kerr,  Warrenton 

Sebastian  Vrancx  (Flemish,  b.  1573,  d.  1647) 
WINTER 

Lent  by  Mrs.  Arthur  W.  Levy,  Raleigh 

ST.  SEBASTIAN  (15th  century  (?)  French) 

Lent  by  Mr.  and  Mrs.  James  W.  Kirkpatrick,  Cary 

Sebastian  Vrancx  (Flemish,  1573-1647) 
SPRING 

Lent  by  Mrs.  Arthur  W.  Levy,  Raleigh 

School  of  Luca  Carlevarus 
ARCHITECTURAL  LANDSCAPE 
Lent  by  Mr.  and  Mrs.  Benjamin  F.  Williams, 
Raleigh 

Henry  Matisse  (French,  1869-1954) 
COVE  AT  COLLIOURE 

Anonymous  loan  from  a  North  Carolina  Collection 


OTHER  ACTIVITIES 

Since  February,  1971,  we  have  been  re- 
placing the  wall  and  cabinet  labels  for  the  col- 
lections on  the  second,  third  and  fourth  floors 
with  new  labels  in  more  appropriate  colors  and 
of  a  smaller  size. 

The  second  floor  of  the  museum  has  been 
repainted,  and  a  gallery  on  the  third  floor 
has  been  renovated  and  installed  with  a  Chinese 
art  collection,  a  permanent  loan  to  the  Museum. 
This  area  was  formerly  used  for  art  storage,  which 
has  now  been  dispersed  to  all  small  available 
areas  in  the  Museum. 

The  Monday  afternoon,  September  through 
May,  examination  continues  to  draw  people  from 
all  over  the  state  who  wish  to  bring  in  art  works 
to  be  examined  by  the  professional  staff  of  the 
museum.  During  this  biennium,  more  than  200 
persons  .have  taken  advantage  of  this  service. 
Several  works  have  entered  the  NCMA  collection 
as  a  result  of  this  service. 

On  February  3,  1970,  Mr.  Williams  served 
as  juror  for  the  Eighth  Annual  Lower  Cape  Fear 
Exhibition  sponsored  by  the  University  of  North 


November,  1970 


January,  1971 


February,  1971 


March,  1971 


April,  1971 


May,  1971 


June-July,  1971 


Carolina  at  Wilmington.  That  evening  he  spoke 
to  the  faculty  and  student  body  on  "Neo-Classic 
Art." 

On  March  12,  1970,  Mr.  Williams  served 
as  juror  for  the  Fayetteville  Woman's  Club 
Second  Contemporary  Art  Festival,  held  in 
conjunction  with  the  Club's  Trade  Fair. 

In  March,  1970,  Mrs.  Charlotte  V.  Brown  took 
part  in  a  series  of  four  gallery  lectures  at  the 
School  of  Design  of  North  Carolina  State  Uni- 
versity. 

In  the  spring  and  summer  of  1970,  Mr.  Williams 
served  as  juror  for  several  art  competitions: 
Rockingham  Arts  Festival  in  Wentworth;  Museum 
of  Arts  and  Sciences  Arts  Festival,  Daytona 
Beach,  Florida;  Rocky  Mounts  Arts  Festival, 
Rocky  Mount;  Kerr  Lake  Spring  Art  Show, 
Satterwhite  Point,  Henderson;  and  First  National 
Bank  of  Catawba  County  Annual  Art  Show, 
Hickory. 

In  March  of  1971,  Frank  Manly,  preparator, 
spoke  to  the  N.C.  Museums  Council  at  their 
spring  meeting  in  Rocky  Mount  on  the  subject 
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Examining  work  for  the  North  Carolina  Artists  32nd 
Annual  are:  Leo  Rabkin,  Harriet  Fitzgerald  anil  Ray 
Pierotti. 


of  "Starting  a  Collection  for  a  New  Museum." 

In  May,  1971,  Mrs.  Brown  lectured  on  the 
Gaston  Lachaise  Exhibition  to  special  guests 
of  the  N.C.  State  Art  Society. 

In  May,  1971,  Mrs.  Brown  spoke  to  the  Edge- 
combe Historical  Society  on  the  special 
exhibition,  "The  Door." 

In  the  spring  of  1971,  Mr.  Williams  served 
as  juror  for:  The  Annual  Art  Auction  of  the  Wake 
County  Association  for  Betarded  Children; 
the  Wilson  Active  Artist  Association's  Sixth  Annual 
Art  Show;  the  Asheville  Art  Museum's  fund 
raising  juried  auction. 

On  May  13,  1971,  Mr.  Williams  spoke  to  the 
Beviewers  Book  Club  of  Lumberton,  N.C. 
on  the  subject,  "20th  Century  Art  in  the  United 
States." 

Mr.  Williams,  as  a  member  of  the  George 
Washington  Statue  Commission,  was  in  charge 
of  the  arrangements  for  having  the  Canova 
statue  of  George  Washington  recarved  in 
Carrara,  Italy  and  transported  to  Baleigh  where 
it  arrived  on  May  30,  1970.  Mr.  Williams  also 
arranged  for  the  base  for  the  statue  and  super- 
vised the  installation  of  the  statue  in  the  rotunda 
of  the  State  Capitol. 

PHOTOGBAPHY 

Over  8000  requests  for  photography  work 
were  recorded,  received  and  distributed  through 
this  department  during  this  biennium.  The 
photography  work  was  processed  by  the  Museum's 
photographer,  Mr.  Gus  Martin. 

PEBSONNEL 

The  Accreditation  Commission  of  the  American 
Association  of  Museums  has  chosen  Mr.  Williams 
to  be  an  active  member  of  the  accreditation 
visiting  committee  roster. 

The  Museum  Aides  Program  continues  to  be 
of  invaluable  service.  In  the  Curatorial  Depart- 
ment the  aides  have  served  in  many  areas. 

The  volunteers  from  the  Museum  Aides 
Program  and  the  Junior  League  of  Baleigh  are: 

Mrs.  Nell  Benson 
Mrs.  Nell  Dodge 
Mrs.  Betty  Grady 
Mrs.  Margaret  Howland 
Mrs.  Elizabeth  Hutchby 
Mrs.  Leah  Levine 
Mrs.  Nita  Murray 
Mrs.  Beth  Paschal 
Mrs.  Mary  Paschal 
Mrs.  Bethea  Patterson 
Mrs.  Bossanne  Pruneau 


Mrs.  Betty  Band 
Mrs.  Joan  Sibley 
Mrs.  Eve  Smith 
Mrs.  Elizabeth  Smith 
Mrs.  Davetta  Steed 
Mrs.  Louise  Talley 
Mrs.  Lucille  Williams 

Miss  Sally  Watkins,  a  student  at  Duke  Uni- 
versity and  Miss  Matilda  Wells,  a  student  at 
Bandolph-Macon  Woman's  College,  worked  in  the 
Curatorial  Department  in  1970  and  1971,  res- 
pectfully. 

BESEABCH  PBOJECT 

A  research  project,  THE  VISUAL  ABTS  AT 
MOUNTAIN  COLLEGE,  1933-1956,  sponsored 
by  the  Museum  and  financed  by  a  grant  from 
the  National  Endowment  for  the  Humanities 
with  matching  funds  from  the  Mary  Duke  Biddle 
Foundation  and  the  North  Carolina  State  Art 
Society,  got  underway  on  July  15,  1970.  Headed 
by  Mr.  Benjamin  F.  Williams  as  Principal  Investi- 
gator, the  personnel  for  the  project  includes  Miss 
Mary  Harris  of  New  York  City,  Principal  Field 
Besearcher;  Mr.  Gaillard  Bavenel  of  the  Nation- 
al Gallery  of  Art,  Coordinator  of  the  Project; 
and  Miss  Geraldine  Berg  and  Miss  Judieth 
Sawtelle,  assistants  to  Miss  Harris.  Charles  W. 
Stanford,  director  of  the  Museum,  is  the  authoriz- 
ing official. 

The  major  objective  of  this  research  project 
is  to  assemble  a  comprehensive  body  of  material 
completely  documenting  the  visual  arts  at 
Black  Mountain  College.  The  documentation 
is  not  only  to  include  written  material  but  all 
other  information  media. 

The  long  range  value  of  the  collection  of  this 
material  lies  in  future  scholarship.  The  immedi- 
ate value  is  to  provide  the  basic  research  material 
for  a  documentary  catalogue  and  major 
exhibition  which  would  present  the  history, 
achievements,  and  significance  of  the  college 
and  show  its  influence  on  the  total  art  scene. 
The  exhibition  may  embrace  the  inter-relation- 
ship of  all  the  arts  as  taught  at  Black  Mountain 
College. 


Benjamin  F.  Williams 
Curator  of  Art 
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Col.  Van  R.  White  of  Mebane  fondles  a  jade  bear. 
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BIENNIAL  REPORT  OF  EDUCATION  DEPARTMENT 
JULY  1, 1969-JUNE  30,  1971 


Children  listen  intently  at  a  summer  workshop  program 


Mrs.  Helen  Frazelle  (left)  of  the  Wake  County  school 
supervisory  staff  and  Curator  of  Education  Dorothy 
Rennie  work  with  teachers  in  an  in-service  program  on 
art. 


PUBLIC  TOURS 

School  children  given  guided  tours:  64,207 

Members  of  civic  groups,  clubs,  churches, 
colleges  and  other  organizations  given 
guided  tours:  8,441 

Total  number  of  persons  given  guided 

tours:  72,648 


EXTENSION  SERVICES 

Slides  of  the  museum's  collection,  with  accom- 
panying mimeographed  lectures  sent  to 
schools  and  civic  organizations  on  loan:  3,890 

Visits  to  schools  to  lecture  in  the  field  of  art  his- 
tory, with  particular  reference  to  the  per- 
manent collection  of  the  NCMA. 

Consultations  by  correspondence  and  in  person 
with  teachers  on  methods  of  preparation  for 
student  visits  to  the  NCMA. 

Teacher  seminars  and  tours  for  county  teachers 
in  preparation  for  initiating  new  art  programs 
in  their  schools. 

Consultation  and  training  of  out-of-town  Junior 
League  members  in  beginning  programs  in  their 
areas. 


PUBLIC  LECTURES 

Lectures  on  the  history  of  art  by  the  Educa- 
tion staff,  using  the  museum's  permanent  col- 
lection as  a  basis  for  study,  included: 

Lectures  to  state  interns  on  the  museum  col- 
lection. 

Lectures  to  museum  volunteer  aides  on  educa- 
tion department  activities. 

"Old  and  New  Forms  in  Sculpture,"  Sympo- 
sium of  North  Carolina  Garden  Club  Judges. 

"British  Painting,"  Magna  Charta  Dames  and 
Barons,  Durham. 

"The  Place  of  Fine  Arts  in  an  Education 
Program,"  education  meeting  of  art  super- 
visors and  superintendents,  Whiteville. 

"Mary  Duke  Biddle  Gallery  for  the  Blind," 
Medical  Auxiliary,  Raleigh. 

"Mary  Duke  Biddle  Gallery  for  the  Blind," 
Secretarial  Association,  Durham. 

"A  Look-in:  Art  and  Architecture,  Leningrad 
and  Moscow,"  Ackland  Art  Center,  Chapel 
Hill. 

"English  and  American  Painting  in  the  NCMA," 

Beaufort  Historical  Society. 
"Prehistoric,   Egyptian  and  Greek  Art,"  6th 

grades,  Fred  A.  Smith  School,  Raleigh. 
"Early  Christian  and  Medieval  Art,"  6th  grades, 

Fred  A.  Smith  School. 
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"Renaissance  Art,"  6th  grades,  Fred  A.  Smith 
School. 

"American  and  Twentieth  Century  Art,"  6th 
grades,  Fred  A.  Smith  School. 

"Formation  and  Operation  of  the  Mary  Duke 
Biddle  Gallery  for  the  Blind,"  Field  Museum 
of  Natural  History,  Chicago,  Illinois. 

"English  and  American  Schools  of  Painting," 
Junior  League  of  Durham. 

"Mary  Duke  Biddle  Gallery  for  the  Blind," 
The  Art  Association,  Converse  College, 
Spartanburg,  South  Carolina. 

"On  Museum's  Collection,"  5th  grade,  Brent- 
wood School,  Raleigh. 

Lecture  series,  Randolph  County  Public  Library, 
Asheboro. 

"How  to  Look  at  Paintings" 
"Five  Techniques  of  Painting" 
"20,000  Years  of  Art" 
"Art  of  the  Modern  World" 

"Seeing  a  Work  of  Art,"  Clinton  Junior  Woman's 
Club. 

Lecture  and  seminar  to  Burke  County  social 

studies  teachers,  Morganton. 
Lecture  and  seminar  to  Burke  County  social 

studies  teachers,  Morganton. 
"How  to   Look  at   Paintings,"  Wake  Forest 

Woman's  Club,  Wake  Forest. 

PUBLIC  EVENTS 

Concerts: 

Lucca  di  Cecco,  cello,  and  Joseph  Kitchen,  piano. 
Irene  Weldon,  soprano,  and  Michael  Bully,  piano. 
Johannes  Bruning,  violin,  and  Wolfgang  Kaiser, 

piano. 
Robert  Hopkins,  piano. 
Frances  Redding,  soprano. 
Loren  Withers,  piano. 

French  Baroque  Quartet — Jane  Bowers,  Dr.  Cal- 
vin Bower,  Frank  Traficante,  Robert  Sheldon 
and  Kirsten  Falk. 

The  Ciompi  Quartet  of  Duke  University — Giorgio 
Ciompi,  violin;  Arlene  Di  Cecco,  violin;  Julia 
Mueller,  viola,  and  Luca  Di  Cecco,  cello. 

Lecture: 

John  Kerslake,  department  director,  National  Por- 
trait Gallery,  London,  England,  "From  Heaven 
to  Earth:  The  Monarch  in  English  Art,  1400- 
1800." 

ACOUSTAGUIDE  SYSTEM 

An  Acoustaguide  system  giving  a  tour  of  forty 
masterpieces  in  the  museum  collection  with  narra- 
tion by  Charles  Stanford  has  continued  in  use 
during  this  biennium.  This  public  service  is  pro- 


vided by  the  N.  C.  State  Art  Society. 

The  present  tour  covers  all  four  floors  of  the 
museum,  representing  a  survey  of  the  nine  schools 
of  Western  art  in  the  collection. 

This  service  is  in  the  process  of  being  updated. 
A  new  cassette-type  system  is  being  considered 
which  will  make  available  a  greater  variety  of 
tours. 

PUBLICATIONS 

"A  Treasure  Hunt  for  Boys  and  Girls,"  pub- 
lished in  an  edition  of  10,000.  These  brochures 
are  located  at  the  information  desk  in  the  lobby 
for  free  distribution. 

A  Tour  Map,  showing  the  Art  Museum  and 
other  tour  sites  in  our  area,  with  pertinent  informa- 
tion for  teachers  planning  student  tours  to  the 
NCMA.  Published  in  an  edition  of  10,000. 

A  descriptive  brochure  of  the  1970-71  Concert 
Series,  published  in  an  edition  of  1,500. 

Staff  Research: 

"St.  Matthew  Writing  the  Gospel" 
"Bacchus" 

"Portrait  of  Dr.  Albert  C.  Getchell" 
"Gaston  Lachaise" 

"Black  Artists  in  the  NCMA  Collection" 
"Three  Black  Artists,"  by  Dorothy  Rennie,  pub- 
lished in  the  NCMA  Bulletin,  June,  1971. 

Docent  Research  Papers: 
"Egyptian  Items" — Eloise  Courville. 
"Trojan  War  Tapestries  in  the  NCMA" — Elizabeth 
Reid. 

"Columbus  at  the  Convent  of  La  Rabida,"  Sir 
David  Wilkie,  1834— Margaret  S.  Knight 

"Animals  in  Art  at  the  Raleigh  Museum" — Barbara 
Wakeman. 

"Floral  Symbolism  in  Art" — Evelyn  Kriegel. 

Lecture  in  French  on  the  French  Gallery  (Des 
Notes  sur  Quelques  Oeuvres  Francaises  dans 
la  Musee  d'Art  de  la  Caroline  du  Nord) — Mary 
C.  Joslin. 

"Genealogy  of  the  Gods  in  Greek  and  Roman 

Mythology" — Elizabeth  Reid. 
"Some  Aspects  of  French  Romanesque  Painting" — 

Mary  C.  Joslin. 
"Antonio    Canova:  Man    and  Artist" — Jean  G. 

Fisher. 

"The  Madonna  and  Child  in  Christmas  Art" — 

Joyce  Isom. 
"Art  Nouveau  1970" — Joan  Barkalow. 
"Modern  Movements  in  Art" — Nola  Armstrong. 
"Painting   Techniques" — Barbara    S.  Wakeman. 
"Boudin  -  French  Impressionism" — Evelyn  Krie- 

"Wilhelm  Lehmbruck" — Priscilla  Sprunt. 
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Weatherspoon  Gallery  docents  were  surprised  by 
NCMA  docents  with  a  special  tablecloth  on  a  visit 
here. 


"St.  Jerome" — Rene  Ward. 

"In  Pursuit  of  20th  Century  Art"— Beth  Paschal. 
"Rachel  Ruysch" — Beth  Paschal. 
"Christian  Art  in  the  NCMA"— Clarence  E.  Nor- 
man. 

ADVANCED  DOCENT  WORKSHOP 

The  fifth  and  sixth  annual  Advanced  Docent 
Workshops  were  held  during  this  period.  These 
sessions  were  attended  by  docents  who  had 
completed  the  introductory  course  in  art  history 
under  the  instruction  of  the  Curator  of  Education. 
The  programs  were  as  follows: 

Film — "The  American  Vision." 

"John  Singleton  Copley,"  lecture  by  Dorothy 
Rennie,  Assistant  Curator. 

"Colonial  Painting,"  lecture  by  Mrs.  James  W. 
Reid,  museum  docent. 

"American  Landscape  Painting,"  lecture  by  Nina 
Kasanof,  Registrar. 

"32  Years  of  North  Carolina  Art,"  lecture  by  Ben 
F.  Williams,  Curator  of  Art. 

Lecture  by  Claude  Howell,  Chairman,  Art  Depart- 
ment, University  of  NortlJ  Carolina  at  Wilming- 
ton. 

Films — "World  of  Andrew  Wyeth,"  "Alexander 


Calder,"  and  "Red  Earth,  Howard  Thomas." 
Printmaking  Exhibition  on  view  from  Ackland 

Art  Center,  lecture  by  Annette  Marsland  and 

Louise  Nelson  on  printmaking  techniques. 
"Prints  and  Drawings  in  the  NCMA  Collection," 

lecture  by  Charlotte  Brown,  Assistant  Curator. 
"Sources  of  XXth  Century  Art,"  Part  I,  lecture  by 

Mrs.  Rennie. 

"Southern  Decorative  Arts,"  lecture  by  Miss  Susan 

Stitt,  Director,  MESDA,  Old  Salem. 
Films — "Bronze  Casting  of  Sculpture"  and  "20th 

Century  Art:  A  Break  with  Tradition." 
"Contemporary  Sculptors,"  lecture  by  Hans  Gass- 

man,  Conservator. 
"Sources  of  XXth  Century  Art,"  Part  II,  lecture  by 

Dorothy  Rennie. 
"Tiffany  Glass  and  Art  Nouveau,"  lecture  by 

Joan  Barkalow,  museum  docent. 
"Tips  on  Antique  Collecting,"  a  field  trip  to  Jane 

Lewis'  home. 
"Afro- American  Artists,"  lecture  by  Mrs.  Thelma 

V.    Hamilton,    Art    Specialist,    Salisbury  Art 

Gallery,  Salisbury. 
1970: 

"What  and  How  We  Know  About  Italian  Paint- 
ing," gallery  talk  by  Dr.  Dario  Covi,  Chairman, 
Art  Department,  Duke  University. 
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"The  19th  Century  and  the  North  Carolina  Mu- 
seum of  Art,"  gallery  talk  by  Dr.  Joseph  C. 
Sloane,  Chairman,  Department  of  Art,  Univer- 
sity of  North  Carolina  at  Chapel  Hill. 

"Some  notes  on  Northern  European  Painting  in 
the  15th  and  16th  Centuries,"  slide  lecture,  by 
Dr.  Earl  Mueller,  Professor  of  Art,  Duke  Uni- 
versity. 

"Caravaggio  and  Rubens,"  slide  lecture  by  Dr. 
Frances  Huemer,  Professor  of  Art,  University 
of  North  Carolina  at  Chapel  Hill. 

"El  Greco,  Velasquez,  and  Goya"  slide  lecture  by 
Miss  Gertrude  Weber,  museum  docent. 

"What's  with  the  Schools,"  James  R.  Hall,  Di- 
rector, Cultural  Arts  Division,  State  Depart- 
ment of  Public  Instruction,  and  Walter  Hath- 
away, art  consultant. 

Films — "Europe  in  Transition"  (Late  Middle  Ages), 
"Art  Portrays  a  Changing  World"  (Gothic  to 
Early  Renaissance)  and  "Flanders  in  the  15th 
Century." 

"A  Look  at  the  N.  C.  Artists  Exhibition,"  gallery 
talk  by  Joe  Cox,  Professor  of  Art,  School  of 
Design,  North  Carolina  State  University. 

"Elliott  Daingerfield,"  lecture  by  Robert  Hobbs, 
Curator  of  Education,  The  Mint  Museum, 
Charlotte. 

"Black  Mountain  College,"  lecture  by  Mr.  Wil- 
liams. 

Talk  on  graphics  by  Marvin  Saltzman,  Associate 
Chairman  for  Studio,  Department  of  Art,  Uni- 
versitv  of  North  Carolina  at  Chapel  Hill. 

"Romanesque  Art  in  France,"  lecture  by  Mrs. 
Florence  Gullette,  museum  docent. 

Films — "Civilisation." 

"New  Acquisitions,"  lecture  by  Mrs.  Rennie. 

One  of  the  high  points  in  the  docent  program 
was  the  opportunity  to  see  and  study  Mrs.  Frances 
Levy's  collection  in  her  home.  Director  Charles 
W.  Stanford  discussed  the  Levy  Collection. 
Col.  Van  R.  White  spoke  to  the  docents  on  his  is 
jade  collection  on  permanent  exhibition  in  the 
museum. 

DOCENT  EXCHANGE  PROGRAMS 

On  January  11,  1971,  thirty-eight  of  our  Ad- 
vanced Docents  went  to  Greensboro  to  the 
Weatherspoon  Gallery  for  an  exchange  program. 
Burt  Carpenter,  Head  of  the  Art  Department  of  the 
University  of  North  Carolina  at  Greensboro,  gave 
a  talk  on  contemporary  sculpture. 

On  February  25,  1971,  forty  docents  from  the 
Weatherspoon  Gallery  joined  our  docents  for  a 
lecture  with  slides  on  the  new  acquisitions  of  the 
NCMA  and  a  guided  tour  of  the  collection. 

On  April  30,  1971,  thirty-eight  beginning  do- 
cents from  Reynolda  House,  Winston-Salem,  N.  C, 


Greek  (c.  60  B.  C.) 
Aphrodite 

Gift  of  the  N.  C.  State  Art  Society,  Phifer 
Bequest,  in  memory  of  Katherine  Clark 
Pendleton  Arrington 
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under  the  direction  of  Nick  Bragg,  . Director,  spent 
the  entire  day  in  the  NCMA.  studying  the  Ameri- 
can collection.  Director  Charles  Stanford  lec- 
tured to  the  group,  discussing  the  similarities 
and  relationships  between  the  museum  collec- 
tion and  the  collection  of  American  paintings  at 
Reynolda.  The  afternoon  was  spent  in  small  group 
study  tours,  and  in  consultation  with  the  educa- 
tion curator  on  the  operation  of  our  docent  pro- 
gram. 

PILOT  PROGRAM  IN  COUNTY  SCHOOLS 

The  department  participated  in  an  experimen- 
tal program  at  Fred  A.  Smith,  a  county  school  in 
October,  1969.  This  school  had  no  art  teacher 
or  art  program  at  that  time,  and  very  little  ex- 
posure to  art.  The  Parent-Teacher  Association 
and  the  principal,  M.  R.  Moye,  consulted  with 
Mrs.  Rennie  in  deciding  what  visual  materials 
to  buy  for  use  in  the  classroom  with  the  $400 
the  organization  had  budgeted  for  an  art  pro- 
gram. More  than  100  good  quality  reproductions 
representing  various  schools  of  painting  were 
chosen,  including  many  artists  represented  in 
the  NCMA  Collection. 

A  series  of  eight  lectures  was  given  to  the  sixth 
grades  of  the  school,  correlating  various  periods 
of  art  with  their  social  studies  course,  entitled 
"Living  in  the  Old  World." 

The  sixth  graders  reacted  enthusiastically  to 
the  hour-long  lectures.  The  children  were  en- 
couraged to  ask  questions  and  to  express  their 
opinions  in  an  informal  atmosphere. 

IN-SERVICE  TEACHER  EDUCATION 
PROGRAM 

A  pilot  project  for  an  In-Service  Teacher  Edu- 
cation course  at  the  museum  was  planned  and 
conducted  in  cooperation  with  Mrs.  Helen  Fra- 
zelle,  Assistant  Superintendent  of  Elementary 
Education  for  the  Wake  County  Schools.  The 
eight-week  program  was  approved  by  the  De- 
partment of  Public  Instruction  as  a  credit  course 
for  elementary  teachers.  The  course  included  the 
study  of  art  history  and  appreciation  through  the 
nine  schools  of  painting  in  the  NCMA  Collection, 
with  emphasis  on  how  art  can  be  used  in  the 
classroom  social  studies  curricula  of  the  elemen- 
tary grades  one  through  six.  Thirty-seven  ele- 
mentary teachers  were  enrolled. 

SUMMER  PROGRAMS 

"Treasure  Hunts,"  a  program  of  tours  for  chil- 
dren, was  conducted  both  summers  during  this 
period.  The  sessions  extended  over  a  six-week 
period,  meeting  each  Tuesday  morning,  with 


ages  three  to  twelve  participating.  The  subjects 
covered  were: 

"What  Do  You  See? 

"Mothers  and  Babies" 

"Animals  in  Paintings" 

"Boys  and  Girls  Having  Fun" 

"Bible  Stories" 

"Far  Away  Places". 
Average  attendance  was  sixty  per  session.  Mu- 
seum docents  assisted  education  staff  with  the 
program. 

SEMINAR  FOR  N.  C.  STATE  ART  SOCIETY 

An  all-day  seminar  for  North  Carolina  Art 
Society  regional  representatives  was  held  in  the 
Museum  on  October  19,  1970.  A  total  of  65  Art 
Society  members  and  staff  members  of  the  mu- 
seum took  part  in  a  program  that  included: 

A  welcome  by  Charles  W.  Stanford,  Director;  a 
film,  "Art  in  the  Western  World;"  some  education 
ideas  for  regional  representatives  and  a  brief 
gallery  tour  by  Mrs.  Rennie;  a  gallery  tour  led  by 
Miss  Kasanof;  a  tour  of  the  Mary  Duke  Biddle 
Gallery  for  the  Blind  led  by  Jeanne  Butler,  Cura- 
torial Assistant,  and  Maya  Reid,  Assistant  Curator; 
an  explanation  of  the  examination  service  at  the 
museum  by  Mr.  Williams;  and  an  explanation  of 
the  traveling  exhibition  service  by  Charlotte 
Brown,  Assistant  Curator. 

TALENTRADE  FESTIVAL  AND  WORKSHOP 

The  Education  Department  and  the  Curatorial 
Department  represented  the  museum  at  the  1970 
Talentrade  Festival  and  Workshop,  Oct.  30- 
Nov.  1,  1970.  The  event  was  sponsored  by 
the  N.  C.  Arts  Council  and  the  Association  of 
College  and  University  Concert  Managers,  Inc., 
at  the  Erdahl-Cloyd  Union  at  North  Carolina 
State  University.  Representatives  of  48  schools, 
colleges,  and  arts  councils  attended  the  three-day 
session  where  a  number  of  booking  agents,  theater 
guilds,  craft  guilds,  and  art  centers  (including 
the  museum)  set  up  displays  and  information 
centers  for  concert  and  lecture  series,  traveling 
shows,  and  other  services  offered  to  institutions 
promoting  the  arts.  In  addition,  various  sectional 
meetings  on  contracts,  organizing  concert  and 
lecture  series,  films,  and  community  arts  activities 
were  presented  and  attended  by  members  of  the 
Museum  staff. 

ART  SHOW  JUDGINGS 

The  staff  judged  the  following: 

October  24,  1970,  The  Cabarrus  Art  Guild 
Show,  Concord,  N.  C;  April  22,  1971,  Elemen- 
tary School  Sidewalk  Art  Show,  Wake  Forest, 
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N.  C;  and  May  27,  1971,  Fifth  Annual  Kerr 
Lake  Spring  Art  Show,  Satterwhite  Point,  Kerr 
Lake,  N.  C. 

OTHER  ACTIVITIES 

The  program  for  the  deaf  continued  to  operate 
during  this  period  with  tours  being  given  by 
twelve  trained  docents.  Regular  scheduled  groups 
of  students  from  the  Governor  Morehead  School 
for  the  Deaf  came  to  the  museum  from  January 
through  May,  1971. 

Nearly  thirty  Museum-trained  docents  took 
part  in  the  Raleigh  Fine  Arts  Society  and  Junior 
League  programs  of  lectures  in  the  Raleigh  City 
Schools  last  year.  Materials,  slides  and  projector 
were  furnished  by  the  Education  Department  in 
the  RFAS  project  in  the  fifth  grades.  Museum 
docents  lectured  in  29  Raleigh  and  14  Wake 
County  Schools.  Nearly  4,000  fifth  and  sixth 
graders  of  Raleigh  and  Wake  County  were 
brought  to  the  Museum  for  follow-up  tours  as  a 


result  of  these  two  projects. 

Mrs.  Elizabeth  Reid  represented  the  NCMA 
docents  at  the  Seventh  Conference  of  the  Volun- 
teer Committees  of  Art  Museums  which  met  in 
Los  Angeles  in  October,  1970.  Mrs.  Reid  was 
invited  to  speak  twice  during  the  conference  on 
the  formation  and  operation  of  the  Mary  Duke 
Biddle  Gallery  for  the  Blind  and  the  Docents  for 
the  Deaf  project.  Mrs.  Reid  also  spoke  on  the 
Gallery  at  the  M.  H.  DeYoung  Memorial  Museum 
and  at  the  California  Palace  of  the  Legion  of 
Honor  in  San  Francisco. 

CONTRIBUTION  TO  EDUCATION 
DEPARTMENT 

A  gift  of  $1,000  from  the  N.  C.  State  Art  Society 
in  1969  enabled  the  department  to  begin  a  much- 
needed  slide  collection  for  use  in  the  education 
program.  Ten  slide  sets,  506  separate  slides  from 
all  schools  of  painting,  and  a  slide  cabinet  were 
purchased  with  these  funds. 
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REPORT  OF  THE  MARY  DUKE  BIDDLE  GALLERY 


The  Mary  Duke  Biddle  Gallery  began  this 
biennium  with  a  renewed  grant  from  the  De- 
partment of  Health,  Education  and  Welfare  of 
$25,000,  beginning  March,  1969.  In  February, 

1970,  an  additional  $25,000  was  granted  with 
final  termination  date  for  all  monies  in  February, 

1971.  However,  two  extensions  were  granted 
giving  Sept.  30,  1971,  as  the  final  termination 
date. 

In  January,  1970,  Mrs.  Lyn  Wilbanks  resigned 
her  position  as  Assistant  Curator  for  the  Mary 
Duke  Biddle  Gallery. 

In  August,  1970,  Maya  M.  Reid  was  hired  as 
Assistant  Curator  in  charge  of  the  Mary  Duke 
Biddle  Gallery  for  the  Blind. 

The  $10,000  grant  given  by  the  Mary  Duke 
Biddle  Foundation  of  New  York  in  February, 

1969,  for  the  publication  of  a  booklet  on  the 
Gallery  continues  in  existence  as  research  is 
still  being  done  prior  to  the  final  writing. 

SPECIAL  EXHIBITIONS 

Eskimo  Art,  June-September,  1969,  Fifty- 
four  pieces  of  sculpture  in  bone,  tusk  and  various 
stones  borrowed  from  collectors  in  Raleigh,  Dur- 
ham, Chapel  Hill,  Richmond,  Va.,  and  the  Amer- 
ican Arts  Museum  in  New  York. 

African  Art,  September-December,  1969, 
drawn  from  the  NCMA  and  the  MDBG  per- 
manent collections.  Musical  instruments,  masks, 
stool,  weapons,  toys,  household  accessories  and 
tools  were  included. 

From  November,   1969,  through  September, 

1970,  the  MDBG  had  rotating  exhibitions  drawn 
exclusively  from  its  ever-growing  permanent 
collection.  As  gifts  were  received,  catalogued  and 
researched,  they  were  shown  to  the  public.  Many 
civilizations  and  cultures  were  presented. 

Glass,  September-November,  1970,  pieces 
of  glass  collected  from  more  than  forty-five 
persons  throughout  the  state  of  North  Carolina, 
who  wanted  to  share  selections  from  their  collec- 
tions with  the  visually  handicapped.  A  large 
variety  of  textures,  shapes,  periods  and  artists 
was  represented. 

School  of  Design  Students'  Projects,  November, 
1970-January,  1971,  by  a  group  of  North 
Carolina  State  University  School  of  Design 
students  who  with  the  encouragement  of  their 
professor  participated  in  an  exhibition  of  end-of- 
term  projects  specifically  geared  to  the  tactual 
understanding  of  the  visually  handicapped. 

John  Cody,  January-March,  1971,  an  exhibi- 
tion by  a  young  sculptor  from  California  prompted 
by  a  piece  of  his  sculpture  in  the  MDBG's 
permanent  collection.  Sixteen  collectors,  primarily 


from  the  West  Coast,  lent  their  Cody  sculptures. 
From  Raleigh  the  exhibition  travelled  to  the 
Mint  Museum  in  Charlotte,  N.C.,  Converse 
College  in  Spartanburg,  S.C.,  and  the  Columbia 
Museum  of  Art  in  Columbia,  S.C. 

Mechanical  Coin  Boxes,  February-June  1971, 
twenty-three  pieces  dating  from  1869  covering 
major  manufactured  mechanical  toys  borrowed 
from  the  NCMA's  travelling  exhibition.  Many 
of  the  pieces  are  still  in  working  order  and 
could  be  played  with  by  the  visitors. 

Ernest  Illman,  March-May,  1971,  an  exhibi- 
tion of  sculpture-  made  mostly  from  welded 
scrap  iron,  old  farm  implements,  spare  parts 
and  household  tools  fashioned  into  whimsical 
fictional  and  biblical  characters.  Paintings  also 
were  shown,  and  a  fountain  added  auditory 
experience  to  the  exhibition  besides  adding  a  new 
tactual  feeling  with  the  running  water. 

Curator's  Choice  of  Curios  from  the  Collection, 
May-July,  1971,  representing  six  civilizations 
with  objects  from  the  MDBG's  collection.  Items 
ranged  from  1500  B.C.  to  the  nineteenth 
century. 

VOLUNTEERS 

Girl  Scouts  were  recruited  from  Cary  and 
Raleigh.  Two  of  these  girls  were  blind  and 
assisted  in  the  gallery  during  weekends.  Four 
regular  docents  were  on  duty  daily.  Their 
services  were  supplemented  by  the  docents 
taking  tours  throughout  the  museum  who 
brought  their  groups  to  visit  the  Gallery. 

In  January  and  February,  1971,  the  Gallery 
had  a  full  time  intern  from  Tuft  University  who 
was  doing  her  field  training  in  the  Gallery  as 
credit  towards  her  degree.  Further  applications 
for  similar  duty  have  been  received  from  other 
universities  who  feel  that  an  important  aspect 
of  training  can  be  achieved  through  direct 
contact  with  the  visually  handicapped  and  that 
aspect  of  their  education  handled  by  the 
Museum. 

SPECIAL  EVENTS 

On  November  14,  1969,  the  enlarged  quarters 
of  the  MDBG  were  opened  with  Governor  and 
Mrs.  Robert  Scott  in  attendance. 

The  MDBG  is  frequently  called  upon  to  furnish 
information,  pictures,  and  literature  to  prepare 
lectures  and  to  offer  guidelines  for  similar  galleries 
throughout  the  States. 

In  1970  and  1971  lectures  were  given  by  both 
Mr.  Stanford  and  Miss  Reid  to  clubs,  organiza- 
tions and  committees  who  are  interested  in  the 
progress,  results  and  aims  of  the  MDBG. 
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Willie  Gutmann  (Swiss,  1927  ) 
The  Anchored  Sphere 

Gift  of  Mrs.  William  H.  Sprunt  III,  Raleigh 


Television  appearances  promoting  the  Gallery 
along  with  the  current  exhibition  were  made  by 
Miss  Reid  on  WTVD  and  WRDU  in  Durham. 

ATTENDANCE 

Approximately  2200  blind  students,  pensioners 
and  individual  families  visited  the  Gallery 
during  the  biennium,  besides  thousands  of 
sighted  visitors  who  also  enjoyed  the  exhibitions 
and  the  chance  to  touch  some  of  the  pieces. 

Kindergarten  children  frequently  are  brought 
to  the  Gallery  as  their  introduction  to  Museum 
going.  They  are  told  stories  and  shown  individual 
pieces  which  would  be  of  special  interest  to  their 


age  group,  thereby  awakening  their  desire  for 
further  exploration  and  eventual  visits  to  the  main 
halls  of  the  museum. 

Students  from  the  School  of  Design  visit 
the  Gallery  regularly  and  often  go  through 
blindfolded  so  as  to  gain  greater  insight  of  the 
works  on  display  and  also  gain  an  understanding 
of  how  much  the  blind  can  appreciate  art. 

PUBLICITY 

The  MDBG  has  gained  increased  publicity 
through  newspapers,  television  and  the  many 
articles  written  privately  or  published  in  the 
form  of  theses. 
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A  visitor  to  the  Mary  Duke  Biddle  Gallery  for  the 
Blind  tries  to  "see"  as  the  blind  see — with  his  fingers. 


The  Mary  Duke  Biddle  Gallery  for  the  Blind  was  a  prominent  topic 
of  conversation  among  members  of  the  Durham  Allied  Arts  Guild. 
Abe  Greenberg  of  Durham  (right)  is  a  donor  to  the  gallery.  Others 
in  the  photo  are,  from  left,  Philip  Lawless,  Raleigh;  Maya  Reid, 
assistant  curator  of  the  gallery;  and  Mrs.  John  Alden,  past  president 
of  the  guild. 


Gifts 

AXE,  Puerto  Rico; 

MORTAR  AND  PESTLE,  Arawak; 

FOUR  SCRAPERS,  Arawak; 

TWO  SCRAPERS,  Arawak; 

POUNDING  TOOL,  Arawak; 

TWO  AXES,  Arawak; 

MOUNTED  HEAD,  Teotihuacan; 

HALF  MOLD,  FROG,  Peru,  Chimu; 

HALF  MOLD,  WARRIOR,  Peru,  Chimu; 

HALF  MOLD,  FIGURE,  Peru,  Chimu; 

HALF  MOLD,  DOG  (Split),  Dona  Maria; 

SUN  GOD,  Inca  (1400  A.D.); 

STANDING  FIGURE,  Inca; 

SEATED  FIGURE,  Inca; 

SLING,  Inca; 

TWO  WEAVER  S  PLATES,  Chancay  (100  A.D.); 

WEAVER  S  AWL,  Chancay  (100  A.D.); 

17  SPINDLE  WHORLS  MOUNTED,  Chancay; 

ATHLETE  FIGURES,  Graeco-Roman  or  Etruscan; 

FIGURE  OF  HERCULES,  Roman; 

SEATED  FIGURE,  Roman; 

HEAD,  Hellenistic; 

VOTIVE,  FIGURE  OF  A  BIRD,  Austria; 
LION,  Roman; 

BUCKLE,  Frankish  (750  A.D.); 

PIPE,  American  Indian,  Tennessee; 

ANUBIS  HEAD,  Egyptian; 

FISH  AMULET,  Egyptian; 

GILGAMISH  FIGURE,  Luristan; 

PLAQUE,  ANIMALS,  Luristan; 

CROSS,  MOUNTED:  BUTTON-ENDS,  Byzantine 

(7th  Century  A.D.); 
CROSS,  MOUNTED:  CIRCLE  DOT,  Byzantine; 
LHAMA,  Dona  Maria; 
EGG,  20th  century; 
FIGURE  IN  NICHE,  Coptic; 

BLACKWARE  BOTTLE  (Warrior  Head),  Chimu; 
FALCON,  Egyptian; 
FROG  BOTTLE,  Chancay; 
TEXTILE; 

Gifts  of  Mr.  and  Mrs.  Fred  Olsen,  Guilford,  Connecticut 


FIGURE,  Panama,  San  Bias,  Kuba  Tribe; 

MALE  FIGURE,  Panama,  San  Bias,  Kuba  Tribe; 

MALE  FIGURE,  Panama,  San  Bias,  Tupak  Tribe; 

MALE  FIGURE,  Panama,  San  Bias,  Kuba  Tribe; 

MALE  FIGURE,  Panama,  San  Bias,  Carreto; 

MALE  FIGURE,  Panama,  San  Bias,  Irgandi  Tribe; 

IBEJI  FIGURE,  Nigeria,  Yoruba  Tribe; 

IBEJI  FIGURE,  Nigeria,  Yoruba  Tribe; 

IBEJI  FIGURE,  Nigeria,  Yoruba  Tribe; 

IBEJI  FIGURE,  Nigeria,  Yoruba  Tribe; 

IBEJI  FIGURE,  Nigeria,  Yoruba  Tribe; 

ESHU  SCEPTRE,  Nigeria,  Yoruba  Tribe; 

SHANGO  SCEPTRE,  Nigeria,  Yoruba  Tribe; 

FISH  VESSEL,-17th-18th  century; 

FISH  VESSEL,  17th- 18th  century; 

ROLLER  STAMP,  Pre-Columbian  (Archaic); 

ALLIGATOR,  New  Guinea; 

TWO  WOVEN  MATS; 

PAINTED  WOODEN  ANGEL,  India  (Goa,  17th 
century); 


SEATED  WOMAN,  Zacatecan; 

INCESARIO  with  spiked  decoration,  Colima  (Michoa- 
can); 

VASE,  Mayan  (Guatemala); 
SEATED  FIGURE,  Archaic  (Vera  Cruz); 
WOODEN  STAFF  WITH  FIGURE,  Panama,  San 
Bias; 

WOODEN  STAFF  WITH  BIRD,  Panama,  San  Bias; 
WOODEN  STAFF  WITH  HOUSE,  BIRD  AND  BOAT, 

Panama,  San  Bias; 
WOODEN  STAFF  WITH  BIRD  AND  SNAKE, 

Panama,  San  Bias; 
WOODEN  STAFF  WITH  BIRD,  Panama,  San  Bias; 
WOODEN  STAFF  WITH  STYLIZED  MONKEY, 

Panama,  San  Bias; 
UCHU— WOODEN  MEDICINE  DOLLS  (3); 
ANIMAL  HORN,  African  (Yoruba); 
TWO  CLAY  WHISTLES,  Mayan; 

Gifts  of  Mr.  and  Mrs.  Cedric  H.  Marks,  New  York 


FOLIATED  PLATE  ON  FOOT  RING,  Chinese 
(Ming); 

FOLIATED  PLATE  ON  FOOT  RING,  Chinese 

(Ming,  late  15th  century); 
FOLIATED  SMALL  PLATE  ON  FOOT  RING, 

Chinese  (Ming,  late  15th  century); 
DEEP  FOLIATED  SAUCER  ON  FOOT  RING, 

Chinese  (late  Sung); 
DEEP  SAUCER  ON  FOOT  RING,  Chinese  (Yuan); 
DEEP  SAUCER  ON  FOOT  RING,  Chinese  (Ming); 
SMALL  CUP  ON  FLAT  FOOT  BASE,  Chinese  (Sung); 
SMALL  CUP  ON  FOOT  RING,  Chinese  (Sung); 
SMALL  CUP  ON  SMALL  FOOT  RING,  Chinese  (15th 

century); 

CUP  ON  FOOT  RING,  Chinese  (15th  century); 
BOWL  ON  FOOT  RING,  Chinese  (15th  century); 
BOWL  ON  FOOT  RING,  Chinese  (15th  century); 
SHALLOW  BOWL  ON  FOOT  RING,  Chinese  (Sung); 
STEM-FOOTED  SHALLOW  CUP,  Chinese  (16th 
century); 

JAR  ON  HIGH  FOOT,  DOMED  LID  WITH  KNOB 

FINIAL,  Siam  (Sukhodaya,  14th-15th  century); 
FLATTENED  GLOBULAR  JAR  ON  FLAT  FOOT 

BASE,  Siam  (Sukhodaya,  14th-  15th  century); 
JARLET  ON  FOOT  RING,  DOMED  LID,  Siam 

(sukhodaya,  14th-15th  century); 
BOX,  SEMI-GLOBULAR  FORM  WITH  FLAT  S  ON 

LID,  Siam  (Sukhodaya,  14th-15th  century); 
GLOBULAR  COVERED  BOX,  DOMED  LID,  Siam 

(Sukhodaya,  14th-15th  century); 
SEMI-GLOBULAR  BOX  ON  FOOT  RING,  12th 

century; 

JARLET  ON  FOOT  RING,  15th  century; 
FLATTENED  JARLET,  TAPERING  SHOULDERS, 

SHORT  NECK,  Chinese  (15th  century); 
OVOID  JARLET,  16th  century; 

JARLETTE  ON  FOOT  RIM,  FLATTENED  GLOB 

ULAR  BODY,  Chinese  (16th  century); 
SMALL  JARLETTE  ON  FOOT  RIM,  GLOBULAR 

BODY,  late  15th  century, 
SMALL  JARLETTE  ON  FLAT  FOOT  BASE,  12th 

century; 
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SMALL  JARLETTE,  Annamese,  16th  century; 

SMALL  OCTAGONAL  JARLETTE,  Siam  (Sukhodaya); 

Gifts  of  John  E.  Szati,  East  Norwalk,  Connecticut 

SLEEPING  BOY  BABY,  Chinese  (1214th  century); 

SEATED  BUDDHA,  Chinese  (Early  Ming,  ca.  14th 
century); 

ROOF  TILE,  Chinese  (Ming); 

JARDINIERE,  Chinese  (Ming,  16th  century); 

DAGGER  AXE  ("ko"  in  Chinese),  Chinese  (Late  Chou); 

MIRROR  WITH  RAISED  RIM  WITH  SIX  SCAL- 
LOPS, Chinese  (Sung,  1 127-1279); 

CYLINDRICAL  BOWL,  Chinese  (18th  century); 

SMALL  TEAPOT  ON  CONCAVE  FOOT  BASE, 
Japanese  (18th  century); 

STANDING  LADY  FIGURE,  Japanese  (late  18th 
century); 

STANDING  FIGURE  OF  A  COURT  LADY,  Japanese 

(19th  century); 
OBLONG  WRITER  S  BOX,  Japanese  (19th  century); 

Gifts  of  Michael  Lewis  Balamuth,  Madison,  Wisconsin 


PAIR  OF  HO  HO  BOYS  KNEELING,  Chinese  (Ch  ien 
Lung); 

PAIR  OF  BOOK  ENDS,  Chinese  (18th  century); 
OVOID  JAR  WITH  SHORT  NECK,  Persian  (12th 
14th  century); 

SMALL  FRUIT  FORM   VASE,  Near  Eastern  (15th 
century); 

BOWL  ON  UNGLAZED  FOOT  RING,  Persian  (12th 
century); 

Gifts  of  Mrs.  Robert  Bookman,  New  York,  in  memory 
of  her  husband 

TURTLE,  Chinese  (18th  century); 

PAIR  OF  STATUETTES  (Man  Riding  a  Fu  Lion,  18th 
century); 

KUAN-YIN,  Chinese  (Ming,  15th  century); 
TOAD,  Chinese  (Ming,  15th  century); 
TOAD,  Chinese,  (19th  century); 

Gifts  of  Mr.  and  Mrs.  Henry  Lyne,  Jr.,  St.  John,  U.  S. 
Virgin  Islands 

LAO  TZE,  Chinese;  Colonel  Van  R.  White,  Mebane 
STATUETTE   OF   A  STALLION,   Chinese  (Chien 

Lung);  Frank  Caro,  New  York 
SEATED  LADY  DEITY,  Indian,  Siamese; 
HEAD  OF  A  DEITY  WITH  HIGH  HEADDRESS; 
HEAD  AND  CHEST  OF  A  RAM; 
HEAD  OF  BUDDHA,  Siamese; 
STANDING  FEMALE  DEITY; 
HEAD  OF  BUDDHA,  Indian; 

Gifts  of  Wolf  Ladejinsky,  New  Delhi,  India 


BUDDHIST  MEMORIAL  TEMPLE  RELIEF,  Japanese 
(early  Edo  period,  ca.  1700);  Avery  Brundage,  Chicago 
Avery  Brundage,  Chicago 


INCENSE  BURNER,  Japanese  (18th  century);  Execu 
tors  of  the  Estate  of  Mrs.  Mildred  B.  Bliss,  Washing 
ton,  D.  C. 

INCISED  STELE,  Korean  (lst-2nd  century);  Mr.  and 

Mrs.  Eugene  Bernat,  Upton,  Massachusetts 
CARVED  RELIEF,  Mayan  (Guatemala,  600-900  A.  D.,; 

Mr.  and  Mrs.  Cedric  H.  Marks,  New  York 
HEAD   OF   BUDDHA,  Siamese   (Sukhodaya  period, 

15th-17th  century);  Frank  Caro,  New  York 
VESSEL,  Chinese,  Kuei  (ca.  7th  century  B.  C); 
NINETY  PIECES  OF  MONEY,  from  the  middle  Chou 

Period  (946  B.  C.-1800  A.  D.); 

Gifts  of  Avery  Brundage.  Chicago 

STANDING  LOHAN,  Chinese  (early  Ming  to  late  14th 
century);  Nathaniel  Roberts  Dorrance,  Riverside, 
Connecticut 

VASE,  Chinese  (Ch  eng-hua);  Lt.  Col.  Don  W.  Youatt, 

Arlington,  Virginia 
BOWL,  Chinese,  Siamese  (late  15th  century  to  early 

16th  century); 
JAR,  Chinese  (Sukhodaya,  15th  century); 
SPICE  BOX,  Siamese  (Sukhodaya,  16th  century); 

Gifts  of  Sol  H.  Chafkin,  Washington,  D.  C. 

SEAL  BOX,  Chinese  (late  18th  century);  Mrs.  Kichard 

K.  Van  Zandt,  Huntington,  West  Virginia 
TWENTY-TWO    FANS,   ONE    LETTER  OPENER, 

AND  SEVEN  BROCADES,  Chinese,  Japanese,  Eu 

ropean;  Laurent  Oppenheim,  Jr.,  New  York 
SQUASH-SHAPED     BOWL,     Pre-Columbian  (Vera 

Cruz?,  3rd-9th  century);   Mr.  and  Mrs.  Cedric  H. 

Marks,  New  York 
DARLING/HUG    ME,    Olle    Adrin,    Swedish  (con- 
temporary); Gift  of  the  artist 
TIGER,    Antoine-Louis    Barye,    French    (1796  1875); 

Colonel  and  Mrs.  Theodore  Holcombe,  Raleigh 
ABSTRACT  FIGURE,  John  Burton,  American,  born 

England  (contemporary);  Gift  of  Miss  Mary  Switzer, 

Washington,  D.  C. 
CONTAINMENT,  Joan  Carl,  American,  (contempor- 
ary); Gift  of  the  artist 
HEAD  OF  JULIA,  Marjorie  Daingerfield,  American 

(contemporary);  Gift  of  the  artist 
PORTRAIT  OF  GOVERNOR  KERR  SCOTT,  J.  O. 

Dangerfield,  American   (contemporary);    Mrs.  Kerr 

Scott,  Haw  River 
WOMAN,    Ogden    Deal,    American  (contemporary); 

Gift  of  the  artist 
BUST    OF    GOVERNOR    ROBERT    W.  SCOTT, 

Barbara  Gainey,  American  (contemporary);  Albert 

G.  McCarthy,  Jr.,  New  York 
THEME   AND    VARIATIONS   OF  TWO  HALVES 

MAKE  A  WHOLE,  Helen  Walter  Gerson,  American 

(contemporary);  Gift  of  the  artist 
DESERT  SIESTA,  Rube  Goldberg,  American  (1883- 

1970);  Mrs.  E.  N.  Richards,  Raleigh 
DOG,  Alexander  P.  Proctor,  American,  born  Canada 

(1862-1950);  Mrs.  Arthur  W.  Levy,  Jr.,  Raleigh 
HELEN   KELLER  MEDALLION,  Warner  Williams, 

American  (contemporary);  Mrs.  W.  E.  Dunn,  Toledo, 

Ohio 
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THE  ANCHORED  SPHERE,  Willie  Gutmann,  Swiss 

(contemporary);  Gift  of  the  artist 
TAPESTRY,  Karin  Stephens,  American  (contemporary); 
Gfft  of  the  artist 

EGYPTIAN,  Coptic,  6th  century  A.D.:  STONE  WITH 
INSCRIPTIONS,  with  stylized  arrow-shaped  leaf 
design,  6  x  10.  GL.57. 14.82 

EGYPTIAN,  Coptic,  6th  century  A.D.:  STONE  FRAG- 
MENT with  stylized  lion's  nose,  eyes,  and  mane,  4x9. 
GL.57. 14.84 

EGYPTIAN,  Coptic,  6th  century  A.D.:  STONE  FRIEZE 

with  conventionalized  drawing  and  circular  form  of 

stylized  flowers,  6  x  12.  GL.57. 14.85 
EGYPTIAN,  Coptic:  BONE  FRAGMENT:  DEER  with 

head  turned  back,  background  decorated  with  sun  and 

eye  symbol,  3  x  8.  GL.57. 14.88 
EGYPTIAN,  Coptic:   RUNNING  DEER  with  head 

turned  back,  bone,  1  x  2lA-  GL.57. 14.96 

Gifts  of  Mr.  and  Mrs.  Fred  Olsen,  Guilford,  Connecticut. 

EGYPTIAN,  Saitic,  663-525  B.C.:  FALCON  HORUS, 

stone,  18  x  16.  GL.57. 14.86 
EGYPTIAN,  Saitic,  663  525  B.C.:  ISIS  AND  HORUS, 

bronze,  6x3.  GL.57. 14.94 

Gifts  of  Mr.  and  Mrs.  Fred  Olsen,  Guilford,  Connecticut. 

GREEK,  4th -3rd  century  B.C.:  DEMETER,  terra  cotta, 
9x3.  GL.57. 14.87. 

Gift  of  Mr.  and  Mrs.  Fred  Olsen,  Guilford,  Connecticut. 

EGYPTIAN,  Coptic:  TEXTILE  FRAGMENT,  poly- 
chrome "comic  strip"  character,  13  x  7.  GL.57. 14. 103 

Gift  of  Mr.  and  Mrs.  Fred  Olsen,  Guilford,  Connecticut. 

GREEK,  5th  century  B.C.:  BLACK-FIGURED  CRATER 
WITH  SATYR  AND  DANCING  NYMPHS,  6'/2 
inches  high.  GL.57. 14.104 

Gift  of  Mr.  and  Mrs.  Fred  Olsen,  Guilford,  Connecticut. 

LENDERS  TO  THE  MARY  DUKE  RIDDLE 
GALLERY'S  EXHIBITIONS 

Ernest  Illman,  Winston  Salem 

Mr.  8c  Mrs.  Aronson,  Solvang,  California 

Mr.  &  Mrs.  John  Cody,  Solvang,  California 

Mr.  8c  Mrs.  S.  L.  Gaines,  Hidden  Hills,  California 

Mr.  8c  Mrs.  Peter  Ellenshaw,  Santa  Barbara,  California 

Mr.  8c  Mrs.  Robert  Brandt,  Montecito,  California 

Mr.  8c  Mrs.  M.  Corning,  Los  Angeles,  California 

Dr.  8c  Mrs.  L.  Burgess,  Santa  Barbara,  California 


Mr.  8c  Mrs.  William  Luton,  Los  Alamos,  California 

Dr.  8c  Mrs.  William  van  Valin,  Solvang,  California 

Mr.  8c  Mrs.  G.  Wilhelm,  Santa  Barbara,  California 

Mr.  8c  Mrs.  H.  Gladwin,  Solvang,  California 

Mr.  8c  Mrs.  John  Gilliland,  Santa  Maria,  California 

Mrs.  Peggy  Garner,  Buellton,  California 

Mr.  8c  Mrs.  Roger  Coats,  Santa  Ynez,  California 

Mr.  8c  Mrs.  David  Yager,  Montecito,  California 

Mr.  8c  Mrs.  Justin  Dart,  Los  Angeles,  California 

Mrs.  Marie  Heikken,  Raleigh 

Mr.  8c  Mrs.  John  Nygren,  Walnut  Cove 

Mr.  8c  Mrs.  Blayne  Olsen,  Richfield 

Mrs.  Miles  Boyer,  Charlotte 

The  Mint  Museum  of  Art,  Charlotte 

Frank  Manly,  Goldsboro 

Mr.  8c  Mrs.  J.  O'Neal,  Raleigh 

Justice  8c  Mrs.  D.  K.  Moore,  Raleigh 

Mr.  8c  Mrs.  A.  Willis,  Raleigh 

Mr.  8c  Mrs.  A.  Brents,  Raleigh 

Mr.  8c  Mrs.  F.  Crouch,  Raleigh 

Mrs.  Floyd  Strawn,  Raleigh 

Ivey's  of  North  Hills,  Raleigh 

Mrs.  D.  Mangano,  Kingstree,  S.C. 

Gordon  Hanes,  Winston-Salem 

Dr.  8c  Mrs.  Joseph  Battle,  Durham 

Dr.  8c  Mrs.  Taylor  Cole,  Durham 

Dr.  Weston  LaBarre,  Durham 

Dr.  8c  Mrs.  Frank  de  Vyver,  Durham 

Miss  Isabelle  Cannon,  Raleigh 

Mrs.  Wanda  Calhoun,  Chapel  Hill 

The  Ackland  Memorial  Art  Center,  Chapel  Hill 

American  Indian  Arts  Center,  New  York,  N.Y. 

Dr.  William  Higgins,  Jr.,  Richmond,  Va. 

Mrs.  Rhonda  Muschenheim,  New  York,  N.Y. 

Professor  8c  Mrs.  Leland  Phelps,  Durham 

Mr.  8c  Mrs.  Robert  Moeller,  Durham 

Dr.  Bayard  Francis  Carter,  Durham 

Mr.  8c  Mrs.  Harry  Clark,  Raleigh 

Mr.  8c  Mrs.  David  Cooper,  Detroit,  Michigan 

Mr.  Charles  Stanford,  Raleigh 

Mr.  8c  Mrs.  James  Reid,  Raleigh 

Dr.  8c  Mrs.  Thomas  Worth,  Raleigh 

Dr.  8c  Mrs.  A.  M.  Jenkins,  Jr.,  Raleigh 

Dr.  8c  Mrs.  Isaac  M.  Taylor,  Chapel  Hill 

Mrs.  C.  Webster,  Raleigh 

Mrs.  M.  Jones,  Rockville,  Maryland 

Miss  Laura  Boice,  Rocky  Mount 

Miss  Maya  M.  Reid,  Raleigh 


Dorothy  R.  Rennie 
Curator  of  Education 
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Ming  Dynasty  (15th  century) 

Statuette  of  Lao  Tze 

Gift  of  Col.  Van  R.  White,  Mebane 


Marjorie  Daingerfield  (Am.,  contemporary) 
Head  of  Julia 
Gift  of  the  artist 


Barbara  Gainey  (Am.,  cont.) 

Bust  of  Gov.  Robert  W.  Scott 

Gift  of  Albert  G.  McCarthy  Jr.,  New  York 


Jo  Davidson  (1883-1952) 

Bust  of  Helen  Keller 

Gift  of  Mrs.  Doak  Finch,  Thomasville; 

the  Sarah  Graham  Kenan  Foundation; 

the  Marjorie  McCune  Fund,  and  the 

Museum  Purchase  Fund. 
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BIENNIAL  REPORT  OF  CURATOR  OF  RESEARCH 
AND  DIRECTOR  EMERITUS 
JULY  1, 1969  -  JUNE  30, 1971 


Excerpt  from  letter  read  to  the  Board 
of  Trustees  of  the  North  Carolina  Mu- 
seum of  Art,  at  its  meeting,  December  9, 
1969: 

"Since  I  have  reached  the  status  of  a 
septuagenarian,  I  feel  that  I  should  con- 
sider how  best  to  use  the  coming  years. 
I  have  been  extremely  happy  in  this 
position  as  director  of  a  museum  that  has 
developed  in  so  few  years  to  an  institu- 
tion of  national  and  even  international 
renown.  When  I  came  here  I  found  a 
great  collection,  and  I  have  done  my  best 
to  propose  additions  that  I  felt  would 
measure  up  to  the  quality  we  have  al- 
ready achieved  .  .  .  One  concern  of  mine 
has  been  the  drain  of  my  time  in  the 
day-by-day  pursuit  of  administrative  de- 
tails that  has  resulted  in  a  scholarly  pro- 
duction much  reduced  from  the  one  I 
achieved  while  a  professor  of  art  his- 
tory and  head  of  the  department  of  art  at 
the  University  of  Louisville  ...  I  would 
like  to  offer  the  Board,  with  the  expres- 
sion of  my  esteem,  my  resignation  as  di- 
rector of  this  Museum  to  be  effective  on 
April  1  of  the  coming  year  in  order  that 
I  might  devote  the  active  years  left  to 
me  to  research  and  scholarly  production. 
I  hope  I  can  make  a  lasting  contribution 
in  this  field  which  will  reflect  favorably 
also  on  the  Museum  with  which  I  have 
been  connected  .  .  .  Respectfully  and  de- 
votedly, Justus  Bier" 

Thus  I  was  relieved  of  my  duties  as 
Director  on  April  1,  1970,  at  which  time 
I  became  Curator  of  Research.  It  was 
only  in  October  of  that  year,  however, 
with  the  appointment  of  a  highly  quali- 
fied Editorial  Assistant,  Mrs.  Peter  N. 
Witt  of.Knightdale,  that  the  office  of  the 
Curator  of  Research  reached  maximum 
efficiency.  Her  knowledge  of  foreign 
languages,  indispensable  to  this  office, 
has  also  been  put  to  effective  use  in  the 


Research  Library. 
Research 

New  evidence  has  come  to  light  on 
provenance  and  historical  data  of  two 
works  in  the  possession  of  our  Museum: 
a)  Hans  Brosamer's  portrait  of  "S.  Haller" 
has  been  identified  as  Sebald  Haller  von 
Hallerstein,  of  Nuremberg,  Germany,  a 
man  of  political  and  civic  import  who 
lived  to  be  seventy-eight  and  was  at  one 
time  counselor  and  secretary  to  Emperor 
Charles  V.  b)  A  red  chalk  drawing  by 
Jean  Jacques  de  Boissieu,  "A  Gentle- 
man," can  now  be  identified  as  a  portrait 
of  Jean  Jacques  Rousseau,  the  18th  cen- 
tury writer  and  educator. 

Minor  day-to-day  research  assistance 
was  given  to  the  director,  staff  mem- 
bers, staff  of  the  State  Art  Society,  as 
well  as  to  citizens  of  our  state. 

Help  extended  to  Professor  Ulrich 
Middeldorf  of  Florence,  Italy,  formerly 
of  Chicago,  during  and  after  a  two-day 
visit  to  the  museums  of  the  area.  Dr. 
Middeldorf  is  writing  a  scholarly  account 
of  all  Kress  collections  in  this  country 
for  the  Kress  Foundation. 

Numerous  research  inquiries,  originat- 
ing in  this  country  as  well  as  France, 
Germany,  England,  Switzerland,  Bel- 
gium, Denmark  and  Canada,  and  rang- 
ing in  scope  from  medieval  sculpture  to 
contemporary  painting  and  graphics 
were  dealt  with,  as  time  permitted. 

During  a  three-month  study  leave  in 
Europe  dealers'  offerings  were  scanned. 
(June-September  1969)  In  spite  of  high 
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A  big  puff  and  the  candles  go  out  as  Dr.  Justus  Bier  celebrates  his  70th  birthday.  Mrs.  Bier  is  holding  the  cake.  At 
left  Dr.  Bier  and  Mrs.  Marjorie  Bell  of  New  York  inspect  photographs  of  works  she  has  given  the  museum. 


prices  and  a  scarcity  of  first-rate  works  a 
few  items  that  would  prove  valuable 
additions  to  our  Museum  collection 
were  located. 

Churches  and  museums  in  Germany 
containing  Riemenschneider's  work  were 
revisited. 

Working  at  the  Zentralinstitut  fur 
Kunstgeschichte  (Central  Office  for  Art 
History)  in  Munich  material  on  Franz 
Marc,  the  German  Expressionist  painter, 
was  gathered. 

Among  exhibitions  visited  in  Europe 
two  stood  out:  In  Venice  the  survey  of 
great  Venetian  painters  entitled  From 
Marco  Ricci  to  Tiepolo,  and  in  Baden- 


Baden  The  Artist  and  His  Model,  which 
treated  subjects  from  Rembrandt  to 
Picasso. 

A  Riemenschneider  Madonna  has 
been  discovered  in  Cornwall,  England 
by  Mr.  Paul  Feiler,  the  painter,  and  has 
just  been  inspected.  It  will  be  included 
in  Vol.  IV,  Tilmann  Riemenschneider 
Die  Spaten  Werke  in  Holz  (Late  work 
in  wood),  to  be  published  by  Schroll, 
Vienna. 

It  has  just  been  possible  to  research 
the  Angelic  Greeting  by  Veit  Stoss,  nor- 
mallv  in  the  church  of  St.  Lawrence  in 
Nuremberg,  at  present  taken  down  for 
restoration  bv  the  State  Office  for  the 

J 
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Henry  Pearson  (Am.,  1914-  ) 
Great  Black 
Gift  of  the  artist 


Preservation  of  Monuments  which  al- 
lowed for  a  thorough  inspection  of  the 
figures. 

Major  Diirer  exhibitions  celebrating 
the  500th  anniversary  of  his  birth  in 
London,  Nuremberg  and  Munich  helped 
clarify  some  Diirer  research  problems. 

Lectures 

Three  public  lectures  entitled  "Some 
Aspects  of  German  20th  Century  Art— 
A  Personal  View"  were  given  at  Duke 
University  during  April  and  May  1971, 
under  the  auspices  of  their  Department 
of  Art.  The  slides,  prepared  under  my 
guidance,  will  go  into  the  Duke  teach- 
ing collection,  but  will  be  available  on 
loan  to  our  Museum. 

A  talk  on  "Early  Book  Art"  to  students 
at  Lockhart  School,  Knightdale,  Jan- 
uary 1970.  (In  conjunction  with  Travel- 
ling Exhibition). 


A  talk  for  beginner  docents  on  the 
German  School  and  some  German  sculp- 
ture in  the  museum,  November  1970. 

Publications 

The  Statue  of  a  Madonna  with  the 
Protective  Cloak  by  Peter  Koellin  of 
Esslingen,  NCMA  Bulletin,  Clemens 
Sommer  Memorial  Issue,  March,  1970, 
Vol.  IX,  Nos.  3  and  4,  pp.  7  ff. 

Albrecht  Diirer  s  Life  and  Work,  Op. 
cit,  June,  1971,  Vol.  X,  No.  4,  pp.  23  ff. 

Loan  of  the  Month:  Two  engravings 
of  the  statue  of  George  Washington  by 
Antonio  Canova,  NCMA  Calendar  of 
Art  Events,  October,  1970,  Vol.  14, 
No.  1. 

Loan  of  the  Month:  St.  Sebastian,  a 
15th  (?)  century  French  sculpture  of 
polychromed  wood,  op.  cit.,  March, 
1971,  Vol.  14,  No.  6. 
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Loan  of  the  Month:  Cove  at  Collioure 
by  Henri  Matisse,  Op.  cit.,  June-July, 
1971,  Vol.  14,  No.  9. 

In  Preparation 

St.  Catherine  by  Tilmann  Riemen- 
schneider  (in  collection  of  NCMA) 

Hans  Nussbaum's  Bishop  Saint  (in 
collection  of  NCMA) 

German  Portraits  in  the  NCMA. 

Tilmann  Riemenschneider:  Vol.  Ill, 
"Die  Spaten  Werke  in  Stein"  (late  stone 


works)  to  be  published  by  Schroll, 
Vienna. 

Tilmann  Riemenschneider,  His  Life 
and  Work,  a  pictorial  survey  in  English, 
with  special  reference  to  examples  of  the 
master's  work  in  the  United  States  and 
Canada. 

Justus  Bier 

Curator  of  Research  and 
Director  Emeritus 
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Jeremiah  Theus  (Am.,  1719-1774) 
Portrait  of  Mrs.  Rawlins  Lowndes 
Museum  Purchase  Fund  and  Special  Fund 


BIENNIAL  REPORT  OF  PUBLIC  INFORMATION  OFFICE 
JULY  1, 1969-JUNE  30, 1971 


MUSEUM  ATTENDANCE 


1969-70 


July 

August 

September 

October 

November 

December 

January 

February 

March 

April 

May 

June 

Total 


6,365 
5,653 
3,780 
6,169 
7,220 
5,068 
4,945 
5,610 
7,504 
13,961 
12,075 
4,739 
83,089 


1970-71 


July 

August 

September 

October 

November 

December 

January 

February 

March 

April 

May 

June 

Total 


6,168 
4,924 
3,636 
5,339 
7,000 
5,604 
7,626 
6,806 
8,638 
10,201 
11,455 
4,448 
81,845 


PUBLICATIONS 

Calendar  of  Art  Events.  20  issues,  160  pages,  131 
illustrations,  average  edition,  2890.  Total  dis- 
tribution: 57,800  copies. 

Bulletin.  6  issues,  290  pages,  163  illustrations, 
average  edition,  3091.  Total  distribution:  18,550 
copies. 

MISCELLANEOUS  PRINTING 

Programs  for  eight  Sunday  concerts,  invitations, 
announcements . 


NEWS  RELEASES 
131  releases  prepared  for: 

175  state  and  national  newspapers,  periodicals, 

television  and  radio  stations 
13  foreign  periodicals 

60  colleges,  museums  and  galleries  of  the  state. 

STATE  PRESS  COVERAGE  OF  NCMA 
IN  THIS  PERIOD 

Approximately  17,394  inches  of  newspaper  space, 

509  illustrations. 
Several  by-lined  newspaper  features 
2  TV  appearances  on  WTVD  and  WRAL 
Appearance  before  Sir  Walter  Cabinet 
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Antoine  Louis  Barye  (Fr.,  1796  1875) 
Tiger 

Gift  of  Col.  and  Mrs.  Theodore  G.  Holcombe,  Raleigh 


BOOK  AND  PERIODICAL  COVERAGE  OF 
NCMA  SINCE  LAST  PUBLISHED  LIST 
IN  1967-69  BIENNIAL  REPORT 


STATE 

Carolina  Country  (Dec.  1969)  Cover:  Doughty's 
Early  Winter  in  color;  p.  3:  item  about  cover. 

Carolina  Country  (Dec.  1970)  Cover  in  color, 
Titian's  The  Adoration  of  the  Child,  with  note. 

Insight  (published  by  N.  C.  State  Commission  for 
the  Blind,  Winter,  1970)  p.  6:  article  on  re- 
opening of  MDB  Gallery  for  the  Blind  and 
illustration  of  Bust  of  Helen  Keller. 

The  Long  View  Journal  (Spring,  1969),  p.  5: 
dedication  to  Dr.  Justus  Bier  by  Terry  Sanford; 
pp.  48-49:  illustrations  of  Lochner's  St.  Jerome 
in  His  Study  and  Riemenschneider's  St. 
Catherine. 

North  Carolina  Magazine  (April  1970)  p.  8:  an- 
nouncement of  Charles  Stanford's  appointment 
as  director;  p.  30:  illustration  of  Boudin's  L'Entre 
du  Port  de  Trouville. 

(May  1970)  P.  9:  item  about  presentation  of  the 
Boehm  Bird. 

North  Carolina  Magazine  (Nov.  1970)  p.  96:  full 


page  color  photo  of  Fabri'tius'  St.  Matthew 
Writing  His  Gospel. 

North  Carolina  Magazine  (Dec.  1970,  Jan.  1971) 
Mention  of  museum  activities. 

Raleigh,  1971,  No.  1,  "Drinking  Deep  at  the 
Pierian  Spring"  by  Bette  Elliott,  with  illustra- 
tion, Female  Flutist,  French,  2nd  half,  18th 
century. 

Reach  (Div.  of  Vocational  Rehabilitation,  State 
Dept.  of  Public  Instruction)  Sept.-Oct.  1969. 
p.  34:  picture  and  item  about  purchase  of 
Churchill  Head  for  MDB  Gallery  for  the  Blind. 

Reach,  Published  by  the  Division  of  Vocational 
Rehabilitation,  StateDept.  of  Public  Instruction 
(Jan. -Feb.  1970)  p.  28:  item  on  the  operation 
of  the  MDB  Gallery;  p.  30:  item  about  acquisi- 
tion of  Helen  Keller  bust. 

Reach  (July-Aug.  1970)  published  by  Division  of 
Vocational  Rehabilitation,  State  Dept.  of  Public 
Instruction,  p.  33:  item  about  Kuei  Chinese 
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vessel  given  by  Avery  Brundage  and  "Abstract 
Figure"  given  bv  Miss  Marv  Switzer  to  the 
MDB  Gallery. 

The  Student,  Wake  Forest  University  magazine 
(Jan.  1969)  Front  and  back  covers,  in  color: 
Terbrugghen's  Young  Man  with  a  Wine  Glass, 
Monet's  La  Falaise  d'Etretat,  Asam's  Adoring 
Angel;  p.  44:  Ferrucci's  Madonna  and  Child. 

Tarheel  Banker  (Dec.  1969)  Cover:  Titian's 
Adoration  of  the  Child  in  color;  p.  3:  item  about 
cover. 

Tarheel  Banker  (April  1970)  P.  13:  illustration  of 
Boehm  Bird  and  item  about  presentation  of 
gift  to  the  museum. 

The  Tarheel  Banker  (Dec.  1970)  Village  at 
Wintertime  by  Esaias  Van  de  Velde,  Cover  in 
color  with  note. 

Wachoviews,  magazine  of  Wachovia  Bank  (Dec. 
1969-Jan.  1970)  Cover:  color  illustration  of 
Botticelli's  Adoration  of  the  Child. 


NATIONAL 

Age  of  Louis  XIII,  The  (published  bv  the  Cummer 
Gallery  of  Art,  Jacksonville,  and  the  Museum  of 
Fine  Arts,  St.  Petersburg,  Fla.).  Fig.  34:  Lor- 
rain's  Pastoral  Landscape  with  Herdsmen  Near 
Tivoli. 

American  Baptist  Board  of  Education  and  Pub- 
lication, Valley  Forge,  Pa.  Homer's  Weaning 
the  Calf  for  a  film  distributed  to  churches 
throughout  the  countrv. 

The  American  Scene:  1820-1900  (published  by 
Indiana  University  Art  Museum,  1970)  Fig.  17: 
Moran's  Clam  Diggers;  Fig.  64:  Daingerfield's 
Grand  Canyon. 

Antiques,  April,  1971,  article,  illustrations  on 
"Elliott  Daingerfield  Retrospective  Exhibition." 

Art  in  South  Carolina:  1670-1970  (published  by 
the  South  Carolina  Tricentennial  Commission, 
1970)  p.  43:  Hudson's  Mrs.  Cooper  and  Her 
Children;  p.  192:  Pittman's  Studio  in  Charles- 
ton. 

Art  News  (Oct.  1969)  p.  35:  color  illustration  of 
Esther's  Feast  by  Rembrandt;  p.  32:  item  about 
picture. 


Art  Quarterly  (Spring,  1969),  p.  75:  listing  of 
Rousseau's  Harbor  Scene;  p.  76:  listing  of  Rem- 
brandt's Old  Jewish  Beggar  with  High  Hat  and 
Cane  and  Face  of  an  Old  Bearded  Man;  p.  80: 
illustrations  of  above  three  drawings. 

(Summer,  1969),  p.  215:  listing  of  Rousseau's 
Harbor  Scene;  p.  216:  listing  of  Dalou's  Boulon- 
naise  au  Rameau;  p.  235:  listing  of  French's 
Bust  of  Lincoln;  p.  226:  illustrations  of  the 
French  and  Dalou;  p.  231:  illustration  of  the 
Rousseau. 

(Autumn  1969)  p.  327:  illustration  of  Russian 
icon,  The  Nativity,  p.  331:  listing  of  acquisi- 
tion of  Sully's  Miss  Udney  Maria  Blakely. 
p.  332:  listing  of  acquisition  of  The  Nativity, 
p.  339:  listing  of  acquisition  of  Rasch  five-piece 
silver  tea  set. 

(Winter  1969)  P.  444:  listing  of  Cassatt's  Sara 
Wearing  Her  Bonnet  and  Coat;  p.  436:  il- 
lustration of  Syrian  Female  Figure;  p.  437: 
listing  of  Syrian  Female  Figure. 

(Spring,  1970)  p.  85:  listing  of  Wheatley's 
Conversation  Piece;  p.  90:  illustration;  p.  87: 
illustration  of  17th  century  German  teapot;  p. 
92:  listing  of  Calder's  Tricolor  on  Pyramid. 

(Summer,  1970)  p.  135:  NCMA  mentioned  in 
article  of  De  Gelder,  Cuyter  Family;  p.  138: 
illustration;  p.  145:  footnote  mention;  p.  187: 
listing  of  acquisition  of  Aphrodite;  p.  198:  list- 
ing of  acquisition  of  Davidson's  Bust  of  Helen 
Keller. 

(Autumn,  1970)  pp.  321-22.  Listing  of  acquisi- 
tions: Austrian,  Portrait  of  a  Woman  bv  Cesare 
dell  'Acqua;  French,  The  Holy  Family  by 
Philippe  de  La  Hire;  German,  Portrait  of  the 
Duke  of  Mecklenburg  by  Jacopo  De'Barbari 
with  photograph. 

(Winter,  1970)  pp.  457,  462.  Listing  of  acquisi- 
tions: American,  Mrs.  Joseph  Gales,  Jr.,  by 
Charles  Bird  King;  American,  20th  centurv, 
New  Planting  by  Josef  Albers;  French,  Portrait 
of  Degas  by  Jacques  Emile  Blanche,  with 
illustration. 

Chardin  by  Georges  Wildenstein  (New  York 
Graphic  Society,  Ltd.,  Greenwich,  Conn.,  1969) 
P.  162:  listing  of  Kitchen  Still  Life  with  Ray 
Fish  and  Bunch  of  Onions;  P.  164:  illustration. 

Christian  Action  (Dec.  1970)  published  by  the 
United  Methodist  Church,  p.  10:  illustration 


51 


of  Seghers'  St.  Peter  Denying  Christ. 

Cultural  Affairs  No.  7  (July,  1969),  pp.  49-50: 
article  by  Marjorie  McCune  on  Mary  Duke 
Biddle  Gallery. 

God  Needs  Me  (Filmstrip  with  guide  by  the 
American  Baptist  Board  of  Education  and 
Publication,  Valley  Forge,  Pa.)  First  illustration: 
Homer's  Weaning  the  Calf. 

Learning  with  Art  (eleven  fine  art  prints  for  pre- 
school and  elementary  children  published  by 
the  Seabury  Press,  New  York),  Homer's  "Wean- 
ing the  Calf." 

McCall's  Needlework  and  Crafts  (Fall-Winter, 
1970)  p.  6:  article  on  MDB  Gallery  for  the 
Blind. 

Museum  News  (Sept.  1969)  p.  46:  announcement 
of  employment  of  Charlotte  Brown  as  assistant 
curator. 

(Nov.  1969)  p.  4:  announcement  in  "Honors" 
column  of  Charles  Stanford's  N.  C.  Award  in 
Fine  Arts;  p.  46:  announcement  of  employment 
of  Sally  Blythe  as  bookshop  manager. 

(April  1970)  P.  55;  notice  of  Jeanne  Butler's 
joining  NCMA  staff. 

(May  1970)  P.  55:  announcement  of  Charles 
Stanford's  appointment  as  director. 

(June,  1970)  P.  54:  announcement  of  Charles 
Stanford's  appointment  as  director  of  NCMA. 

(Winter,  1970)  pp.  457,  462.  Listing  of  acquisi- 
tions: American,  "Mrs.  Joseph  Gales,  Jr.,"  by 
Charles  Bird  King;  American,  20th  century, 
"New  Planting"  by  Josef  Albers;  French,  "Por- 
trait of  Degas"  by  Jacques  Emile  Blanche,  with 
illustration. 

Museum  News,  March,  1971,  Mention  of  death  of 
Dr.  Robert  Lee  Humber. 

Music  and  the  Arts  (Sunday  magazine  section  of 
St.  Louis  Post  Dispatch,  July  12,  1970)  Front 
page:  full  page  article  about  MDB  Gallery,  one 
illustration. 

New  Accessions  USA  (Published  by  Colorado 
Fine  Arts  Center,  1970)  Inside  cover:  NCMA 
listing;  inside:  illustration  of  Lawrence's  "For- 
ward." 

19th  Century  America:  Paintings  and  Sculpture 
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(Exhibition  catalogue  of  Metropolitan  Museum 
of  Art,  1970)  Fig.  91:  Ball's  Henry  Clay. 

Plymouth  Traveler  (July-Aug.  1970)  published  by 
the  Plymouth  Dealers  of  the  U.S.A.,  p.  12: 
item  about  NCMA. 

European  Drawings  and  Watercolors  in  the  Yale 
University  Art  Gallery  by  E.  Haverkamp- 
Begemann  and  Anne-Marie  S.  Logan,  New 
Haven  and  London,  1970,  p.  314:  illustration 
and  item  of  Jordanns'  The  Adoration  of  the 
Shepherds. 

Paintings  in  Italy  in  the  18th  Century:  Rococo  to 
Romanticism,  catalogue  of  exhibition  by  the 
Art  Institute  of  Chicago,  Minneapolis  Institute 
of  Arts  and  the  Toledo  Museum  of  Art,  1970, 
p.  310-31:  Ghislandi's  Portrait  of  a  Pupil  as  a 
Gentleman. 

Rehabilitation  Record  (July-August,  1969)  pub- 
lished by  HEW,  pp.  12-13:  article  on  MDB 
Gallery  with  three  illustrations  and  cover 
picture. 

Rembrandt:  Experimental  Etcher  (Published  by 
Museum  of  Fine  Arts,  Boston,  1969)  p.  8:  credit 
to  NCMA  as  lender;  p.  141:  Christ  at  Emmaus, 
copper  plate  of  Mr.  and  Mrs.  Robert  Lee 
Humber. 

Rembrandt  (teacher  guide  consisting  of  two 
records,  two  film  strips  and  one  book,  produced 
by  Warren  Schloat  Productions,  Inc.,  Pleasant- 
ville,  N.  Y.;  p.  5:  The  Pancake  Woman,  etching; 
p.  8:  Esther's  Feast;  p.  17:  item  about  The 
Pancake  Woman;  p.  24:  Dr.  Humber  and  PIO 
listed  in  acknowledgments. 

Sculpture  in  America  by  Wayne  Craven  (Thomas 
Y.  Crowell  Co.,  New  York,  1968),  p.  223: 
mention  of  Ball's  Henry  Clay;  illustration, 
Fig.  73;  p.  648:  item  on  Gussow's  Metaphase; 
p.  658:  item  on  Bertoia's  Tree;  p.  658:  item  on 
Rickey's  Dancing  Waters. 

Sunocograms  published  by  the  Sun  Oil  Co.,  inside: 
Homer's  Weaning  the  Calf,  illustration  and 
article. 

The  World  of  Voltaire  (University  of  Michigan 
Museum  of  Art),  p.  82:  Column  about  Hoare's 
William  Pitt  the  Elder;  Fig.  82:  illustration. 

ENGLAND 

Apollo  (Sept.  1969)  p.  211:  illustration  of  Madonna 


A  pair  of  Ho-Ho  Boys,  intended  by  their  Ch'ien  Lung 
dynasty  makers  to  amuse,  a  gift  of  Mrs.  Robert  Book- 
man, New  York,  in  memory  of  her  husband. 


Nursing  the  Child,  p.  210:  item  about  illus- 
tration; p.  213:  footnote  about  illustration. 

Apollo  (Sept.  1970)  p.  170:  illustration  of  Ghis- 
landi's  Portrait  of  a  Pupil  as  a  Gentleman. 

The  Connoisseur  (Aug.  1970)  p.  313:  Hick's 
The  Musicale,  Barber  Shop,  Trenton  Falls, 
N.  Y.,  illustration. 

The  London  Times  (Sept.  16,  1970)  Carracci's 
Assumption  of  the  Virgin  mentioned  in  article 
"The  Other  Bologna"  by  Jeffery  Daniels. 

Paintings  from  the  Samuel  H.  Kress  Collection 
(The  Phaidon  Press,  London,  1968),  illus- 
trations: Fig.  25:  Foppa's  Madonna  and  Child; 
Figs.  154-56:  Costa,  The  Miracle  of  the  Cata- 
falque; Fig.  170:  Francia,  Madonna  and  Child 
with  Two  Angels;  Fig.  242-3:  Perugino,  The 
Mourning  Virgin,  St.  John  the  Evangelist;  Fig. 
244:  Pintoricchio,  Madonna  and  Child;  Fig. 
321:  Boltraffio,  Portrait  of  a  Girl  Crowned  with 
Flowers;  Fig.  352:  att.  to  Sodoma,  Leda  and 
the  Swan;  Fig.  360:  Lanino,  Madonna  En- 
throned with  Saints  and  Donor;  Fig.  388-9: 


Lotto,  Christ  Supported  by  Angels;  The 
Martyrdom  of  St.  Alexander;  Fig.  404:  Cariani, 
Portrait  of  a  Gentleman;  Fig.  409:  Pordenone, 
St.  Prosdocimus  and  St.  Peter;  Fig.  422:  Titian. 
The  Adoration  of  the  Child.  Listing  of  paintings 
on  pp.  13,  65,  71,  100,  101,  133,  145,  147,  160, 
169,  171,  185. 

Raphael  (monograph  published  by  Elek  Books 
Limited,  London,  1970)  Raphael's  St.  Jerome 
Punishing  the  Heretic  Sabinians. 

Rembrandt  (The  complete  edition  of  paintings 
revised  by  H.  Gerson,  1969,  published  by 
Phaidon  Publishing  Co.,  London),  p.  398:  The 
Wrath  of  Ahasuerus  (Esther's  Feast). 

FRANCE 

Gazette  des  Beaux-Arts  (Feb.  1970)  p.  67:  illus- 
tration of  van  der  Neer's  A  Young  Gentleman 
and  Russian  Icon,  The  Nativity;  p.  75:  Wheat- 
ley's  The  Conversation  and  Canova's  Hercules 
and  Lichas;  p.  80:  Rousseau's  The  Beech  in 
the  Forest  of  ITsle  Adam;  p.  89:  Cassatt's  Sara 
Wearing  Her  Bonnet  and  Coat;  p.  95:  Calder's 
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Tricolor  on  Pyramid;  p.  138:  listing  of  the 
Rousseau  drawing  and  Sheridan's  Bust  of 
Winston  Churchill. 

La  Revue  Moderne  (September,  1970)  Review  of 
Herbert  Jackson's  work  in  the  1969  North  Caro- 
lina Artists  Exhibition.  With  photographs. 

GERMANY 

Pantheon  (Sept.-Oct.  1969)  p.  387-88:  article  by 
Julius  Held  about  Esther's  Feast  in  Canadian 
Rembrandt  show. 

HOLLAND 

Frans  Hals  by  Seymour  Slive  (Vol.  I,  Phaidon 
Press,  1970)  Portrait  of  a  Man  by  Frans  Hals, 
description  of  work,  three  illustrations. 

ITALY 

The  Complete  Paintings  of  Botticelli  (Copyright 
Italy,  1967,  Rizzoli  Edition.  Published  also  by 
Harry  N.  Abrams,  New  York.  pp.  104-105.) 
The  Holy  Family,  note  and  illustration. 

The  Complete  Paintings  of  Giotto  (Copyright 
Italy,  1966,  Rizzoli  Edition.  Published  also 
by  Harry  N.  Abrams,  New  York.  pp.  114-5. 
Peruzzi  Polyptych,  note  and  illustration. 


SOUTH  AFRICA 

Natura  ed  Espressione  nell'arte  Bolognese- 
Emiliana  (Edizioni  Alfa-Bologna,  1970)  p. 
194-95:  Carracci's  Assumption  of  the  Virgin, 
illustration  and  text. 

Novita  Su  Giotto  by  Ferdinando  Bologna  (Pub- 
lished 1969  by  Giulio  Einande,  editore)  pp. 
27  ff.:  text  about  the  Peruzzi  altar-piece;  Fig. 
39:  illustration;  Figs.  41,  44,  46,  47,  48,  50: 
details  of  altarpiece. 

Rembrandt  by  Giovanni  Arpino  (Rizzoli  Editore, 
Milan,  1969)  p.  92:  illustration  of  Esther's 
Feast;  near  back  (unpaginated)  illustration  of 
Young  Man  with  a  Sword. 

Tintoretto  by  Carlo  Bernari  (Rizzoli  Editore, 
Milan,  1970)  p.  89:  illustration  of  La  Fucina  di 
Vulcano;  p.  114-15:  illustration  of  Ritratto  di 
Gentledonna;  p.  134:  listing  of  Resurrection 
of  Lazarus. 

SOUTH  AFRICA 

Scope  (Nov.-Dec.  1970)  Mention  of  Mary  Duke 
Biddle  Gallery  for  the  Blind  as  inspiration  for 
establishment  of  a  museum  for  the  blind  in 
Capetown. 

Beverly  Wolter 

Public  Information  Officer 
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BIENNIAL  REPORT  OF  ADMINISTRATIVE  DEPARTMENT 
JULY  1, 1969-JUNE  30, 1971 


I.  Finances 


STATE  APPROPRIATION  -  The  North  Caro- 
lina Museum  of  Art  receives  its  operating  funds 
from  the  General  Assembly  on  a  biennial  basis. 
The  operating  budget  for  the  museum  is  cate- 
gorized into  the  main  purposes  listed  below.  All 
unexpended  funds,  except  those  funds  authorized 


to  be  transferred  to  the  succeeding  fiscal  year  to 
complete  projects  begun  in  the  appropriated  year, 
revert  to  the  General  Fund  of  the  State  Treasury 
at  the  end  of  a  fiscal  year.  These  funds  appro- 
priated to  the  museum  are  subject  to  the  audit 
of  the  state  auditor. 


STATEMENT  OF  OPERATIONS  FISCAL  YEAR  1969-70 
GENERAL  FUND  APPROPRIATION 


I.  ADMINISTRATION 
1-1110  Salaries  -  Officers 
1-1120  Salaries  -  Staff 
1-1200  Supplies 
1-1300  Communications 
1-1400  Travel 

1-1500  Printing  and  Binding 

1-1800  Repairs  and  Alterations 

1-1900  General  Expense 

1-2200  Insurance  and  Bonding^ 

1-3000  Equipment 

1-2315  Retirement  Contributions 

1-2316  Social  Security  Contributions 

Total  Administration 


Budget 

Expenditures 

Reversion 

$  17,920 

$  17,919.96 

$  .04 

30,769 

30,578.24 

190.76 

3,128 

2,994.12 

133.88 

8,731 

8,728.96 

2.04 

1,620 

1,612.96 

7.04 

28 

28.00 

86 

85.63 

.37 

2,639 

2,638.86 

.14 

8,000 

8,000.00 

2,005 

1,979.09 

25.91 

2,824 

2,823.04 

.96 

1,792 

1,723.17 

68.83 

$  79,542 

$  79,112.03 

$  429.97 

II.  CURATORIAL 

2-1120  Salaries  -  Staff 

2-1200  Supplies 

2-1800  Repairs  and  Alterations 

2-2315  Retirement  Contributions 

2-2316  Social  Security  Contribution 

2-3000  Equipment 

Total  Curatorial 


4,301 


55,803 
2,577 

4,887 
2,299 
1,100 


54,596.00 
2,481.96 
4,280.75 
4,886.36 
2,298.33 
1,051.24 


$  70,967        $  69,594.64 


$1,207.00 
95.04 
20.25 
.64 
.67 
48.76 

$1,372.36 
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III.    EXHIBITION  EXPENSE 


3-1130  Salaries  -  Temporary 
3-1900  Sunnlies 
3-1300  Communications 

1  1 400  Trawpl 
O-lrrl/VJ  llavcl 

3-1500  Printing  and  Binding 
3-1900  General  Expense 
3-2200  Insurance  and  Bonding 
3-2316  Social  Security  Contributions 

$  722 
300 
2,702 

^9 

6,548 
4,058 
200 
19 

$  478.38 
264.25 
2,701.72 
505  88 
6,547.87 
4,057.75 
184.75 
6.75 

$  243.62 
35.75 
.28 

OR  1  9 
.13 
.25 
15.25 
12.25 

Total  Exhibition  Expense 

$  15,081 

$  14,747.35 

$  333.65 

IV.  EDUCATION 
4-1 120  Salaries  -  Staff 
4-1130  Salaries  -  Temporary 

4  1  400  Tra\?pl 

4-1500  Printing  and  Binding 
4-1900  General  Expense 
4-2315  Retirement  Contributions 
4-2316  Social  Security  Contributions 

$  29  751 
35 
Q94 
66 
1,320 
3,019 
1,310 

$  29  044  18 
35.00 
QO^  18 

65.39 
1,315.45 
2,336.93 
1,090.57 

%    706  89 

1  8  RO 

.61 
4.55 
682.07 
219.43 

Total  Education 

$  36,425 

$  34,792.90 

$1  632  10 

V      PTIRT  TPATTONS 
5-1120  Salaries  -  Staff 
5-1500  Printing  and  Binding 
5-2315  Retirement  Contributions 
5-2316  Social  Security  Contributions 

$  9,148 
8,128 
820 
402 

$  9,148.00 
8,105.59 
818.78 
400.60 

$ 

22.41 
1.22 
1.40 

Total  Publications 

$  18,498 

$  18,472.97 

$  25.03 

VI.  LIBRARY 

6-1120  Salaries  -  Staff 

6-1200  Sunnlies 

6-1500  Printing  and  Binding 

6-3000  Equipment 

6-2315  Retirement  Contributions 

6-2316  Social  Security  Contributions 

$  24,336 
100 
200 
2,326 
2,245 
1,087 

$  22,560.13 

199.95 
2,325.15 
2,019.11 
1,016.37 

$1,775.87 

7  78 

.05 
.85 
225.89 
70.63 

Total  Library 

$  30,294 

$  28,212.93 

$2,081.07 

VII.  CUSTODIAL 

7-1120  Salaries  -  Staff 

i-iOij  jxcLireiiiciii  \^uiiuiuuliuiu 

7-2316  Social  Security  Contributions 

$  57,494 
2,940 

$  56,791.42 

4  R47  R4 

2,734.54 

$  702.58 

704  Ifi 

205.46 

Total  Custodial 

$  65,786 

$  64,173.60 

$1,612.40 

VIII.    ART  PURCHASE  FUND 
8-3402  Works  of  Art 

$  44,910 

$  44,909.09 

$  .91 

XIII.    RESERVES  AND  TRANSFERS 
13-1172  Social  Security  Contributions 
13-6303  Transferred  to  1970-71 

$  155 
19,744 

$ 

19,744.00 

$  155.00 

Total  Reserves  and  Transfers 

$  19,899 

$  19,744.00 

155.00 
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TOTAL  REQUIREMENTS 


$381,402 


$373,759.51 


$7,642.49 


LESS  ESTIMATED  RECEIPTS: 

1-8110  Sale  of  Publications  $    1,582  $    1,794.69  $(212.69) 

1-8303  Transferred  from  1968-69  4,740  4,740.00 


$    6,322         $    6,534.69  $  (212.69) 

GENERAL  FUND  APPROPRIATION  $375,080         $367,224.82  $7,855.18 


STATEMENT  OF  OPERATIONS  FISCAL  YEAR  1970-71 
GENERAL  FUND  APPROPRIATION 


I.  ADMINISTRATION 
1-1110  Salaries  -  Officers 
1-1120  Salaries  -  Staff 
1-1200  Supplies 
1-1300  Communications 
1-1400  Travel 

1-1500  Printing  and  Rinding 
1-1800  Repairs  and  Alterations 
1-1900  General  Expense 
1-2200  Insurance  and  Ronding 
1-2315  Retirement  Contributions 
1-2316  Social  Security  Contributions 
1-3000  Equipment 
1-1801  Smoke  Detection  Equipment 

Total  Administration 


Budget 

Expenditures 

Reversion 

$  21,363 

$  21,362.04 

$  .96 

49,726 

49,725.77 

.23 

3,150 

3,149.94 

.06 

8,198 

8,188.15 

9.85 

5,200 

5,155.24 

44.76 

94 

78.45 

15.55 

103 

84.36 

18.64 

1,851 

1,844.66 

6.34 

16,756 

16,755.01 

.99 

4,751 

4,749.81 

1.19 

2,333 

2,327.24 

5.76 

2,321 

1,964.48 

356.52 

8,993 

8,992.26 

.74 

$124,839 

$124,377.41 

$  461.59 

II.  CURATORIAL 
2-1120  Salaries  -  Staff 
2-1200  Supplies 

2-1800  Repairs  and  Alterations 

2-2315  Retirement  Contributions 

2-2316  Social  Security  Contributions 

2-  3000  Equipment 

Total  Curatorial 

III.  EXHIBITION  EXPENSE 

3-  1200  Supplies 
3-1300  Communications 
3-1400  Travel 

3-1500  Printing  and  Binding 
3-1900  General  Expense 
3-2200  Insurance  and  Bonding 
3-2316  Social  Security  Contributions 

Total  Exhibition  Expense 


$  60,611 
4,250 
6,891 
5,060 
2,550 
7,700 

$  87,062 


$  300 
2,500 
570 
14,380 
4,746 
15 
20 

$  22,531 


$  60,611.00 
4,249.32 
6,890.35 
5,059.02 
2,549.73 
7,696.72 

$  87,056.14 

$  298.18 
2,444.79 
562.65 
14,252.97 
4,745.03 


.68 
.65 
.98 
.27 
3.28 


$  22,303.62 


5.86 

1.82 
55.21 
7.35 
127.03 
.97 
15.00 
20.00 

227.38 
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IV.  EDUCATION 
4-1120  Salaries  -  Staff 
4-1400  Travel 

4-1500  Printing  and  Binding 
4-1900  General  Expense 
4-2315  Retirement  Contributions 

4-  2316  Social  Security  Contributions 

Total  Education 

V.  PUBLICATIONS 

5-  1120  Salaries  -  Staff 
5-1500  Printing  and  Binding 
5-2315  Retirement  Contributions 

5-  2316  Social  Security  Contributions 

Total  Publications 

VI.  LIBRARY 

6-  1120  Salaries  -  Staff 
6-1200  Supplies 

6-1500  Printing  and  Binding 
6-2315  Retirement  Contributions 
6-2316  Social  Security  Contributions 

6-  3000  Equipment 

Total  Library 

VII.  CUSTODIAL 

7-  1120  Salaries  -  Staff 
7-1141  Salaries  -  Premium  Pay 
7-2315  Retirement  Contributions 

7-  2316  Social  Security  Contributions 

Total  Custodial 

VIII.  ART  PURCHASE  FUND 

8-  3402  Works  of  Art 

XIII.  RESERVES  AND  TRANSFERS 
13-6303  Transfer  to  1971-72 

TOTAL  REQUIREMENTS 

LESS  ESTIMATED  RECEIPTS: 
1-8110  Sale  of  Publications 
1-8303  Transferred  from  1969-70 


GENERAL  FUND  APPROPRIATION 

SPECIAL  FUND  -  This  special  fund  was  set 
up  when  the  North  Carolina  Museum  of  Art 
was  established  for  the  purpose  of  receiving  cash 
donations  to  the  museum.  The  fund  subsequently 
expanded  to  encompass  the  operation  of  the  mu- 
seum bookshop  and  special  projects  being  con- 


$  23,033 
700 
524 
1,266 
1,992 
1,049 

$  23,032.36 
686.11 
499.25 
1,214.48 
L991.93 
1,048.66 

$  .64 
13.89 
24.75 
51.52 
.07 
.34 

$  28,564 

$  28,472.79 

$  91.21 

$  10,862 
5,748 
996 
468 

$  10,801.35 
5,747.42 
969.00 
467.20 

$  60.65 
.58 
27.00 
.80 

$  18,074 

$  17,984.97 

$  89.03 

$  25,404 
100 
464 
2,274 
1,166 
3,360 

$  25,404.00 
69.47 
463.63 
2,273.64 
1,165.37 
3,313.50 

$ 

30.53 
.37 
.36 
.63 

46.50 

<-P    '  >_ ,  /  uu 

$  32,689.61 

$  78.39 

$  61,475 
48 
5,366 
3,081 

$  61.417.00 
47.04 
5,344.44 
3,074.11 

.     $  58.00 
.96 
21.56 
6.89 

5>  by,y/u 

<£       C7  A  1 
>p  0/.41 

$  49,990 

$  49,986.68 

$  3.32 

$  20  420 

$  20  420  00 

$454  218 

$453,173.81 

$1,044.19 

$  2,000 
19,744 

$  2,853.99 
19,744.00 

$  (853.99) 

$  21,744 

$  22,597.99 

$  (853.99) 

$432,474 

$430,575.82 

$1,898.18 

ducted  through  Federal  grants.  All  funds,  being 
in  the  nature  of  trust  funds,  remain  in  the  ac- 
count of  the  museum  and  do  not  revert  to  the 
General  Fund  of  the  State  Treasury  at  the  end 
of  the  fiscal  year.  These  funds  are  subject  to  the 
audit  of  the  state  auditor. 
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STATEMENT  OF  RECEIPTS  AND  DISBURSEMENTS  WITH  BALANCE 
FOR  FISCAL  YEAR  1969-70 


SPECIAL  FUND 


EDUCATIONAL  AND  GENERAL  PURPOSES 

Balance  beginning  July  1,  1969  $27,112.98 

Receipts  18,238.01 

Total  balance  and  receipts  45,350.99 

Expenditures  11,892.59 

Balance,  June  30,1970  $33,458.40 

COLLECTION  CATALOG 

Balance  beginning  July  1,  1969  $10,086.89 

Receipts  267.35 

Total  balance  and  receipts  10,354.24 
Expenditures 

Balance,  June  30,1970  $10,354.24 
GALLERY  FOR  THE  BLIND 

Balance  beginning  July  1,  1969  $  7,444.64 

Receipts  18,807.79 

Total  balance  and  receipts  26,252.43 

Expenditures  22,138.87 

Balance,  June  30,  1970  $4,113.56 

BOOKSHOP 

Balance  beginning  July  1,  1969  $  7,947.46 

Receipts  8,615.46 

Total  balance  and  receipts  16,562.92 

Expenditures  7,495.01 

Balance,  June  30,  1970  $  9,067.91 


STATEMENT  OF  RECEIPTS  AND  DISBURSEMENTS  WITH  BALANCE 
FOR  FISCAL  YEAR  1970-71 

SPECIAL  FUND 


EDUCATIONAL  AND  GENERAL  PURPOSES 

Balance  beginning  July  1,  1970 

Receipts 

Total  balance  and  receipts 

Expenditures 

Balance,  June  30,  1971 

COLLECTION  CATALOG 
Balance  beginning  July  1,  1970 
Receipts 

Total  balance  and  receipts 

Expenditures 

Balance,  June  30,  1971 

GALLERY  FOR  THE  BLIND 
Balance  beginning  July  1,  1970 
Receipts 


$33,836.95 
(9,564.83) 
24,272.12 
3,100.05 

$21,172.07 


$10,354.24 
253.90 
10,608.14 

$10,608.14 


$  3,735.01 
10,817.01 
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Total  balance  and  receipts  14,552.02 

Expenditures  12,802.87 

Balance,  June  30,  1971  $  1  749  15 
IV.  BOOKSHOP 

Balance  beginning  July  1,  1970  $  9,067.91 

Receipts  19,915.16 

Total  balance  and  receipts  28,983.07 

Expenditures  24,800.61 

Balance,  June  30,1971  $  4,182.46 

V.   BLACK  MOUNTAIN  COLLEGE  PROJECT 

Balance  beginning  July  1,  1970  $  -0- 

Recipts  18,000.00 

Total  balance  and  receipts  18,000.00 

Expenditures  13,859.21 

Balance,  June  30,  1971  $  4,140.79 


II.  Personnel 


ADMINISTRATIVE  DEPARTMENT 

Dr.  Justus  Bier  resigned  on  April  1,  1970  as 
Director  and  was  appointed  by  the  Board  of 
Trustees  as  Curator  of  Research  and  Director 
Emeritus. 

Mr.  Charles  W.  Stanford  was  promoted  from 
Curator  of  Education  to  the  Directorship. 

Mrs.  Ingeborg  F.  Witt  was  employed  in  Octo- 
ber 1970  as  Editorial  Assistant  to  Dr.  Bier. 

Mrs.  Mary  Lindsay  Smith  Newsom  resigned 
as  Bookshop  Manager  in  July  of  1969. 

Mrs.  Sally  M.  Blythe  was  employed  in  July 

1969  and  resigned  in  May  1970  to  move  with 
her  husband  to  England. 

Mrs.  Frances  H.  Myers  was  employed  in  May 

1970  as  the  Bookstore  Manager. 

Mrs.  Minota  H.  Brents  was  employed  in  Sep- 
tember 1969  as  an  administrative  assistant  in  the 
business  office. 

Mrs.  Barbara  R.  Rhodes  was  employed  in  No- 
vember 1970  as  a  secretary  in  the  Director's 
office  and  resigned  in  April  1971. 

CURATORIAL  DEPARTMENT 

Mr.  Branton  L.  Olive  was  promoted  from 
Packer-Shipper  to  Assistant  Preparator  in  Sep- 
tember 1970.  He  was  replaced  as  Packer-Shipper 
by  Mr.  James  E.  McKeel  who  had  been  a  clerk 
in  the  Curatorial  Department. 

EDUCATION  DEPARTMENT 

Mrs.  Dorothy  B.  Rennie  was  promoted  from 
Assistant  Curator  of  Education  to  the  Curator  of 


Education  in  November  1970,  replacing  Mr. 
Charles  W.  Stanford. 

Mrs.  Evelyn  R.  Wilbanks  resigned  as  Assistant 
Curator  in  charge  of  the  Mary  Duke  Biddle  Gal- 
lery for  the  Blind  in  December  1969.  Mrs.  Eliza- 
beth Ferrell  was  appointed  to  the  position  from 
January  through  June  on  a  temporary  basis. 

Miss  Maya  M.  Reid  was  employed  in  August 
1970  as  Assistant  Curator  in  charge  of  the  Mary 
Duke  Biddle  Gallery  for  the  Blind. 

Miss  Jeanne  F.  Butler  was  employed  as  a 
Curatorial  Assistant  in  December  1969  and  re- 
signed in  January  1971  to  accept  a  teaching  posi- 
tion. 

Miss  Nora  D.  Hutton  was  employed  in  Jan- 
uary 1971  as  a  Curatorial  Assistant. 

Mrs.  Arlene  Wills  was  employed  in  August  1970 
as  Educational  Secretary. 

PUBLIC  INFORMATION  DEPARTMENT 

Miss  Helen  W.  Tucker  resigned  her  position 
as  Public  Information  Officer  in  December  1970. 

Miss  Beverly  E.  Wolter,  art  editor  for  a  Winston- 
Salem  newspaper,  was  employed  as  Miss  Tucker's 
replacement. 

LIBRARY 

Miss  Gaylle  S.  Garrison  resigned  in  March  1970 
as  Librarian. 

staff  of  the  University  of  North  Carolina  at  Chapel 
Hill. 

Miss  Beatrice  Holbrook  was  employed  in  July 
1970  as  the  Librarian. 
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CUSTODIAL  DEPARTMENT 

Mr.  James  C.  Jones  resigned  as  a  Museum 
Guard  in  February  of  1970.  He  was  replaced  by 
Mr.  Clarence  P.  Chappell. 

Mr.  Robert  A.  Patterson  retired  as  a  guard  in 
March  1971,  being  replaced  by  Mr.  Arthur  L. 
King. 


Mr.  Willie  Poole  and  Mr.  Ernest  M.  Riddle 
were  employed  in  October  and  November  1969 
as  Museum  Guards. 


William  T.  Beckwith 
Administrative  Officer 
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BIENNIAL  REPORT  OF  THE  ART  REFERENCE  LIBRARY 
JULY  1, 1969-JUNE  30, 1971 


On  July  1,  1970,  Beatrice  Holbrook  became: 
librarian  of  the  Art  Reference  Library,  replacing 
Gayle  Garrison,  who  had  resigned  in  March. 
During  the  interim  Mrs.  Janie  Wood,  library 
assistant,  kept  the  library  functioning. 

In  addition  to  reterence  service  and  routine 
work,  considerable  progress  has  been  made  recent- 
ly in  cataloging  the  numerous  books  from  the 
Valentiner  collection. 


ACQUISITIONS 

Books  (volumes,  including  exhibition  cata- 
logs, and  bound  periodicals) 

Periodical  subscriptions  (24  purchased;  3 
with  memberships;  4  gifts) 

Exchange  catalogs  (251  from  U.S.;  210 
foreign) 

Exchange  bulletins  and  calendars 


499 
31 

461 

245 


PHOTOGRAPHIC  ITEMS  (labeled  and  filed  in 
biennium) 

Negatives 


Slides 

Transparencies  (151  4x5; 
26  8  x  10) 


2,371 
177 


Prints 


6,121 


PRESENT    BOOK    COLLECTION  (volumes 
catalogued,  including  exhibition  catalogs 
and  bound  periodicals)  5,786 


DONORS 

Mr.  and  Mrs.  Edward  M.  Boehm 

Mrs.  E.  N.  Richards 

Mrs.  Thomas  B.  Wood 

Dr.  Jules  Heller 

Princeton  University  Press 

Buten  Museum  of  Wedgewood 

Mrs.  W.  W.  Kriegel 

Mrs.  J.  A.  Shanklin 

Mrs.  Sarah  Harper  Jerome 

Mrs.  James  Nelson 

Mrs.  Lillian  Pierce 

Mrs.  Fred  R.  Dyer 

Ben  F.  Williams 

Mrs.  Alice  Quinn 

Dr.  Justus  Bier 

Mrs.  Peter  N.  Witt 


Francis  Speight  (Am.,  1896-  ) 

The  Holy  Family  Church 

Museum  Purchase  Fund  and  Special  Fund 
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BIENNIAL  REPORT  OF  REGISTRAR'S  DEPARTMENT 
JULY  1, 1969  -  JUNE  30, 1971 


ACQUISITIONS 

(NOTE:  Measurements  are  in  inches,  height  preceding  width.  Works  of  art  followed  by  an  asterisk  are 
acquisitions  of  the  Mary  Duke  Biddle  Gallery  for  the  Blind.) 


GIFTS  OF  WORKS  OF  ART 


PAINTINGS 

EDWIN  A.  ABBEY  (American,  1852-1911):  GIRL  IN 
WHITE,  oil  on  canvas,  10'/4  x  6l/2.  Gift  of  Mrs. 
Marjorie  Bell,  New  York.  G.69.60.1 

CESARE  DELLACQUA  (Austrian,  1821-1904):  POR- 
TRAIT OF  A  WOMAN,  panel,  S6Vs  x  28>4.  Gift 
of  Mr.  and  Mrs.  Edward  Ezell,  Raleigh.  G.69.46.1 

JOSEF   ALBERS    (American,    born   Germany  1888): 
CENTERED,  1962.  Oil  on  canvas,  24  x  24.  G.69.58.2 
NEW  PLANTING,  1956.  Oil  on  canvas,  24  x  24. 
G.69.58.1 

HOMAGE  TO  THE  SQUARE:   HIGH  SPRING, 
1962.  Oil  on  board,  40  x  40.  G.70.13.1 
Gifts  of  the  artist. 

AMERICAN,  ca.  1882:  HENRY  STATION  and 
ROUND  KNOB  INN  AND  THE  FOUNTAIN, 
board,  8  x  11  >/2  (sight).  Gifts  of  W.  Bryan  Bolich, 
St.  Petersburg,  Florida,  in  memory  of  his  father, 
J.  A.  Bolich.  G.71.18T.2 

JACOPO  DE'BARBARI  (Italian,  ca.  1440/50  ca.  1515): 
PORTRAIT  OF  HENRY  V,  DUKE  OF  MECKLEN 
BURG  (1479-1552),  panel,  18  x  12%.  Gift  of  the 
North    Carolina    State    Art    Society    in    honor  of 
Robert  Lee  Humber.  G.69.33.1 

SIR  WILLIAM  BEECHEY  (English,  1753  1839): 
MRS.  FORD,  canvas,  30  x  25.  Gift  of  Mr.  and  Mrs. 
Fabius  B.  Pendleton  in  memory  of  Katherine  Clark 
Pendleton  Arrington.  G.70.33.I 

GEORGE  WESLEY  BELLOWS  (American,  1882-1925): 
'  LANDSCAPE,  oil  on  canvas,  6x9.  G.69.60.5 
Attributed  to  ALBERT  BIERSTADT:  MOUNTAINS 

IN  MIST,  oil  on  paper,  1 1 i/2  x  9.  G.69.60.2 
RALPH  ALBERT  BLAKELOCK  (American,  1847 
1919):  MOONLIGHT,  oil,  11  y4  x  8'/2.  G.69.60.3 


MOONLIGHT  LANDSCAPE,  oil  on  canvas,  1 1 1/2  x 
18.  G.69.60.4 

Gifts  of  Mrs.  Marjorie  Bell,  New  York. 

ANGELO  BRONZINO  (Italian.  1503  1572):  PORTRAIT 
OF  A  LADY,  canvas,  38'/2  x  3iy4.  Gift  of  Mr.  and 
Mrs.  Peter  P.  Williams,  Raleigh.  G.69.59.1 

Attributed  to  JACQUES  BUSBEE:  THE  CAPITOL, 
RALEIGH,  oil  on  canvas,  26>/4  x  21  lA-  Gift  of  the 
North  Carolina  State  Art  Society,  Benefit  Ball  Fund. 
G.70.32.1 

CHINESE,  18th  century:  LANDSCAPE,  scroll  paint- 
ing, 64!/2  x27!/8.G.70.9.1 

CHINESE,  modern:  CALLIGRAPHY  SCROLL  75  x 

26!4.G.70.9.3 

Gifts  of  Mrs.  W.  H.  Fillmore,  Tarboro. 

L.  SCOTT  CROFT  (Canadian,  born  1911):  PAINTING, 
board,  12  x  16.  Gift  of  Roger  J.  Welter,  New  York. 
G.70.35.1 

ELLIOTT  DAINGERFIELD  (American,  1859-1932): 
FIELD  AND  SKY,  oil  on  board,  8>/2  x  113/4.  Gift  of 
Mr.  and  Mrs.  William  G.  Rand  and  family  in 
memory  of  Major  William  L.  Allison.  G. 70.26.1 

ARTHUR  B.  DAVIES  (American,  1862-1928):  LAND 
SCAPE  WITH  NUDE  FIGURES,  oil  on  canvas, 
16  x  24.  G.69.60.6 

FRANK  DEHAVEN  (American,  1856-1934):  LAND 
SCAPE,  oil  on  canvas,  5V2  x  1V%-  G.69.60.7 

JULES  DUPRE  (French,  1811-1889):  LANDSCAPE- 
AFTERGLOW,  oil  on  canvas,  12'/2  x  17'/2. 
G.69.60.8 

LOUIS  MICHEL  EILSHEMIUS  (American,  1864- 
1941):  LANDSCAPE  WITH  GARDEN,  oil  on 
panel,  9%  x  12.  G.69.60.9 

LANDSCAPE,   LATE  SUMMER,   oil   on  panel, 
9  x  12!/2.  G.69.60.10 
LANDSCAPE,  TREES  AND  ROCKS,  oil  on  panel, 
9xl2V4-G.69.60.il 
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LANDSCAPE,  AUTUMN,  oil  on  panel,  9  x  12'/4- 
G.69.69.12 

LANDSCAPE  WITH  MAN  PLOWING,  watercolor, 
5%  x  71/2.  G.69.60.13 
Gifts  of  Mrs.  Marjorie  Bell,  New  York. 

WILLIAM  CHARLES  ANTHONY  FRERICHS 
(American,  born  England,  1823  1894):  LANDSCAPE 
WITH  SHIPWRECK,  canvas,  44  x  3iy4.  G.71.6.1 

LANDSCAPE  WITH  WATERFALL,  canvas,  mounted 
on  board,  36  x  60.  G.7 1.8.1 

Gifts  of  Mr.  and  Mrs.  George  D.  Finch,  Thomasville. 

ALLEN  HARRILL  (American,  born  1947):  SIX 
ALIGNED,  acrylic,  71  x  71.  Gift  of  the  North  Caro- 
lina State  Art  Society.  G. 70.38.1 


JOSEPH  HIGHMORE (English,  1692  1780):  PORTRAIT 
OF  LADY  GRIFFITH,  oil  on  canvas,  39  x  3U/4. 
Gift  of  Mrs.  Marjorie  Bell,  New  York.  G.69.60.14 

PHILIPPE  DE  LA  HIRE  (French,  1640-1718):  THE 
HOLY  FAMILY,  canvas,  32  x  24.  Gift  of  Mrs.  J.  L. 
Dorminy,  Raleigh,  in  memory  of  her  friend,  Mjss 
Esther  Laurie  King,  Raleigh.  G.69.30.1 

INDIAN,  17th  18th  century:  MAN  ON  HORSEBACK, 
watercolor,  8'/4  x  7%.  Gift  of  Mrs.  Marjorie  Bell, 
New  York.  G.69.60.26 

ITALIAN,  17th  or  18th  century:  MADONNA,  oil  on 
copper,  circular,  diameter  5  inches.  Gift  of  Mrs. 
Marjorie  Bell,  New  York.  G.69 .60.23 


64 


ITALIAN,  18th  century:  LANDSCAPE  WITH 
FIGURES,  oil  on  canvas,  39'/4  x  60.  Gift  of 
the  family  of  Dr.  and  Mrs.  James  Marion  Pickell, 
Naples,  Florida.  G.70.52.1 

JAPANESE,  Taikan:  TREES,  scroll  painting,  52  x  25  !4- 
Gift  of  Mrs.  W.  H.  Fillmore,  Tarboro.  G.70.9.2 

GABRIEL  LUDWIG  LORY  (Swiss,  1763  1840): 
LANDSCAPE,  watercolor,  5%  x  8%.  Gift  from 
the  staff  of  the  North  Carolina  Museum  of  Art,  in 
memory  of  Mrs.  Branton  L.  Olive.  G. 71. 16.1 

PHILIPPE  JACQUES  LOUTHERBOURG  (French, 
1740-1812):  SUMMER,  oil,  35  x  49'/2.  Gift  of  Mr. 
and  Mrs.  Cedric  H.  Marks,  New  York.  G.70.40.1 

GEORGE  B.  LUKS  (American,  1867-1933):  HERALD 
SQUARE,  NEW  YORK,  oil  on  canvas,  29'/2  x  35. 
G.69.60.15 

GRAY  DAY,  oil  on  canvas,  514  x  8%.  G.69.60.16 
DUCK   AT    POOL,   oil   on    canvas,   8V2    x  11%. 
G.69.60.17 

Gifts  of  Mrs.  Marjorie  Bell,  New  York. 

CHARLES  BIRD  KING  (American,  1785-1862):  MRS. 
JOSEPH  GALES,  JR.  (SARAH  JULIANNA  MARIA 
LEE),  oil  on  canvas,  29  x  24.  Gift  of  Mrs.  Mary 
Wilson  Walker,  Naples,  Florida.  G.69.40.1 

PHILIP  MOOSE  (American,  born  1921):  CAPTIVE 
BIRD,  oil,  593/4  x  391/4.  Gift  of  the  Friends  of  Lucy 
Cherry  Crisp.  G.70.39.1 

WALTER  PACH  (American,  1883-1958):  STILL  LIFE 
WITH  MEXICAN  IDOL,  oil  on  canvas,  16  x  12!4. 
Gift  of  Mrs.  Marjorie  Bell,  New  York.  G.69.60.18 

HENRY  PEARSON  (American,  born  1914):  GREAT 
BLACK,  1959.  Oil  on  canvas,  36  x  78.  Gift  of  Henry 
Pearson,  New  York.  G.69.39.1 

HOBSON  PITTMAN  (American,  born  1900):  Two 
Sketches:  INTERIOR  OF  THE  GOVERNORS 
MANSION,  RALEIGH,  oil,  32  x  40;  24  x  32.  Anony- 
mous gift.  G.71.2.1-.2 

JONATHAN  RICHARDSON  (English,  1665  1745): 
PORTRAIT  OF  THE  EARL  OF  COWPER,  oil  on 

canvas,  45  x  31i/2.  G.69.60.20 
ALBERT  P.  RYDER  (American,  1847-1917):  MOON- 
LIGHT, oil,  8x11.  G.69.60.21 
Gifts  of  Mrs.  Marjorie  Bell,  New  York. 

FRANZ  VON  STUCK  (German,  1863-1928):  POR 
TRAIT  OF  LILLIAN  SANDERSON,  board,  17  x  15. 
Gift  of  Otto  Feistmann,  Asheville.  G.70.53.1 

J.  HENRY  WILLIS  (American,  born  1887):  AN 
AUTUMN  ROAD,  SHARON,  CONNECTICUT, 
watercolor,  3%  x  4%  (mat  opening).  Gift  of  Sylbert 
Pendleton  in  memory  of  Katherine  Clark  Pendleton 
Arrington.  G.70.34.1 


UNKNOWN:  LANDSCAPE,  oil,  4  x  5'/2.  Gift  of  Mrs. 
Marjorie  Bell,  New  York.  G.69.60.24 


SCULPTURE 

OLLE  ADRIN  (Swedish,  contemporary):  DARLING/ 
HUG  ME,  vibrating  column;  plastic,  electronics, 
100  inches  high.  Gift  of  the  artist.  G.70.23.1* 

ANTOINE-LOUIS  BARYE  (French,  1796  1875):  TIGER 
bronze,  9Ys  inches  high  (including  base).  Gift  of 
Colonel  and  Mrs.  Theodore  Holcombe,  Raleigh. 
G.71.3.1* 

EDWARD  MARSHALL  BOEHM  (American,  1912- 
1969):  COMMON  TERN,  porcelain,  15  x  14.  Gift  of 
American  Bank  &  Trust  Co.,  Monroe;  Bank  of 
Belmont,  Belmont;  Bank  of  Granite,  Granite  Falls; 
Branch  Banking  &  Trust  Co.,  Wilson;  Citizens 
National  Bank,  Gastonia;  Concord  National  Bank, 
Concord;  First  Citizens  Bank  &  Trust  Co.,  Smith- 
field;  First  Union  National  Bank  of  N.  C,  Charlotte; 
N.  C.  National  Bank,  Charlotte;  Northwestern  Bank, 
North  Wilkesboro;  Peoples  Bank  &  Trust  Co., 
Rocky  Mount;  Planters  National  Bank  &  Trust  Co., 
Rocky  Mount;  Security  Bank  &  Trust  Co.,  Salisbury; 
Union  Trust  Co.,  Shelby;  Waccamaw  Bank  &:  Trust 
Co.,  Whiteville;  and  Wachovia  Bank  &  Trust  Co., 
Winston-Salem.  G.70.12.1 

JAMES  L.  BURTON  (American,  born  1940):  HORI 
ZONTAL    LIGHT    TANK,    plastic,    wood,  light, 
7%  x  35'/2.  Gift  of  the  North  Carolina  State  Art 
Society  (1st  Purchase  Award,  32nd  Annual  North 
Carolina  Artists  Exhibition).  G.69.41.1 

JOHN  BURTON  (American,  born  England,  contem- 
porary): ABSTRACT  FIGURE,  jasper  and  crystal, 
5  inches  high  (including  base).  Gift  of  Miss  Mary 
Switzer,  Washington,  D.  C.  G.70.5.1* 

JOAN  CARL  (American,  contemporary):  CONTAIN 
MENT,  white  mahogany,  12  inches  high.  Gift  of  the 
artist.  G.70.2.1* 

CHINESE:  TURTLE  (18th  century),  jade. 

PAIR  OF  STATUETTES  (Man  Riding  a  Fu -Lion, 

18th  century),  stone,  9'/2  inches  high. 
KUAN-YIN    (Ming,    15th    century),    marble,  8'/2 

inches  high. 

TOAD,  (Ming,  15th  century),  bronze,  14'/2  inches 
high. 

TOAD  (19th  century),  bronze,  3'/2  inches  high. 

Gifts  of  Mr.  and  Mrs.  Henry  Lyne,  Jr.,  St.  John, 
U.  S.  Virgin  Islands,  G  .70.48.1. 6* 

CHINESE:  LAO  TZE,  jade,  71/2  inches  high.  Gift  of 
Colonel  Van  R.  White,  Mebane.  G.70.4.1* 

CHINESE,  Ch'ien  Lung:  STATUETTE  OF  A 
STALLION,  bronze,  7'/2  x  9!/2.  Gift  of  Frank  Caro, 
New  York.  G.69.48.1* 
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MARJORIE  DAINGERFIELD  (American,  contem 
porary):  HEAD  OF  JULIA,  plaster,  10i/2  inches 
high.  Gift  of  the  artist.  G.69.36.1* 

J.  O.  DANGERFIELD,  (American,  contemporary): 
PORTRAIT  OF  GOVERNOR  KERR  SCOTT, 
plaster,  20'/2  x  2llA>.  Gift  of  Mrs.  Kerr  Scott,  Haw 
River,  G.70.56.1* 

OGDEN  DEAL  (American,  born  1932):  WOMAN, 
limestone,  24  inches  high.  Gift  of  the  artist. 
G.70.24.1* 

BARBARA  GAINEY  (American,  contemporary): 
BUST  OF  GOVERNOR  ROBERT  W.  SCOTT, 
bronze,  20>/4  inches  high.  Gift  of  Albert  G.  McCarthy, 
Jr.,  New  York.  G.70.7.1* 

HELEN  WALTER  GERSON  (American,  contem 
porary):  THEME  AND  VARIATIONS  OF  TWO 
HALVES  MAKE  A  WHOLE,  two  castings,  one 
in  aluminum,  and  one  in  bronze,  4  x  3 1/2-  Gift  of  the 
artist.  G.70.1-.2* 

RUBE  GOLDBERG  (American,  1883-1970):  DESERT 
SIESTA,  bronze,  4'/2  inches  high.  Gift  of  Mrs.  E.  N. 
Richards,  Raleigh.  G.71.19.1* 

GREEK,  Hellenistic,  ca.  60  B.C.:  APHRODITE, 
white  Parian  marble,  35  inches  high.  Gift  of  the 
North  Carolina  State  Art  Society,  Phifer  Bequest, 
in  memory  of  Katherine  Pendleton  Arrington. 
G.69.34.I 

GROUP  OF  NINETEEN  PRIMITIVE  OBJECTS 
AND  SCULPTURE.  Gift  of  Mr.  and  Mrs.  Cedric  H. 
Marks,  New  York.  G.69.47.1-.19* 

WILLIE  GUTMANN  (Swiss,  born  1927):  WG-68-553H-4 
"THE  ANCHORED  SPHERE,"  cherry  wood, 
7%  inches  in  diameter.  Gift  of  the  artist.  G.69.52.1* 

INDIAN,  SIAMESE:  SEATED  LADY  DEITY,  8 
inches  high. 

HEAD  OF  A  DEITY  WITH  HIGH  HEADDRESS, 

91/2  inches  high. 
HEAD  AND  CHEST  OF  A  RAM,  4  inches  high. 
HEAD  OF  BUDDHA  (Siamese),  17  inches  high. 
STANDING  FEMALE  DEITY,  13i/2  inches  high 
HEAD  OF  BUDDHA  (India),  71/2  inches  high.  Gifts 
of  Wolf  Ladejinsky,  New  Delhi,  India.  G.71.5.1-.6* 

JAPANESE,  early  Edo  period,  ca.  1700:  BUDDHIST 
MEMORIAL  TEMPLE  RELIEF,  bronze,  35  x  24. 
Gift  of  Avery  Brundage,  Chicago.  G.70.3.3* 

JAPANESE,  18th  century:  INCENSE  BURNER, 
bronze,  5!4  x  7'/4.  Gift  of  the  executors  of  the  Estate 
of  Mrs.  Mildred  B.  Bliss,  Washington,  D.  C. 
G.69.37.1* 


KOREAN,  1st  2nd  century:  INCISED  STELE,  stone, 
II1/2  x  48.  Gift  of  Mr.  and  Mrs.  Eugene  Bernat, 
Upton,  Massachusetts.  G. 69. 51.1* 

MAYAN,  Guatemala,  600-900  A.D.:  CARVED  RELIEF, 
limestone,  37 Vz  x  22>/2.  Gift  of  Mr.  and  Mrs.  Cedric 
H.  Marks,  New  York.  G.70.1.1* 

ALEXANDER  P.  PROCTOR  (American,  born 
Canada,  1862-1950):  DOG,  bronze,  7'/2  inches  high. 
Gift  of  Mrs.  Arthur  W.  Levy,  Jr.,  Raleigh.  G.70.25.1* 

ROMAN  (early  Christian?):  FIGURE  (funerary  statu- 
ette), stone  3%  inches  high.  Gift  of  Paul  Howard, 
Washington,  D.  C,  in  memory  of  Miss  Beth  Gotham. 
G.70.6.1 

SIAMESE,  Sukhodaya  period,  15th-17th  century:  HEAD 
OF  BUDDHA,  stone,  11x9.  Gift  of  Frank  Caro, 
New  York.  G.71.4.1* 

WARNER  WILLIAMS  (American,  born  1903): 
HELEN  KELLER  MEDALLION,  cast  in  hydrocal 
with  amidex,  13  inches  in  diameter.  Gift  of  Mrs. 
W.  E.  Dunn,  Toledo,  Ohio.  G.70.47.1* 

DRA  WINGS 

DORIS  CHASE  (American,  born  1923):  ROCKING 
SCULPTURE  FOR  DANCE,  8'/2  x  11.  Gift  of  Mrs. 
William  Phelps,  Seattle,  in  memory  of  her  mother. 
G.71.17.1 

ENGLISH,  18th  or  early  19th  century:  LANDSCAPE, 
pencil,  10(4  x  7.  Gift  of  Mrs.  Marjorie  Bell,  New 
York.  G.69.60.25 

ISABELLE  B.  HENDERSON  (American,  1899-1969): 
MAMMY  AND  HER  WHITE  CHILD,  sanguine, 
183/i  x  14%  (mat  opening).  Gift  of  Sylbert  Pendleton 
in  memory  of  Katherine  Clark  Pendleton  Arrington. 

G.70.34.2 

ETHEL  HUGHES  (American,  1883-1964):  Group 
of  one  hundred  twenty-one  drawings  and  one 
print.  Gift  of  the  family  of  the  artist.  G.69.42.1-.122 

REUBEN  TAM  (American,  born  1916):  ON  MONHE- 
GAN,  brush  and  ink,  7%  x  10%  (mat  opening). 
Gift  of  Miss  Iola  Moore,  Raleigh.  G.69.57.1 

PRINTS 

WILL  BARNET  (American,  born  1911):  Six  prints: 
CHILD  READING— RED;  SILENT  SEASONS- 
AUTUMN;  SILENT  SEASONS— WINTER;  YOUTH; 
WOMAN  AND  WHITE  CAT;  and  WOMAN 
READING.  Gifts  of  Henry  Pearson,  New  York. 
G.71. 12.1-6 
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Rube  Goldberg  (Am.,  1883-1970) 
Desert  Sierra 

Gift  of  Mrs.  E.  N.  Richards,  Raleigh,  to  the  Mary  Duke 
Biddle  Gallery  for  the  Blind 


Antoine  Bourdelle  (Fr.,  1861- 1929) 
Sculptress  Resting 

Museum  Purchase  Fund  and  Special  Fund 
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MARC  CHAGALL  (French,  born  Russia  1889): 
Illustration  for  The  Fables  of  La  Fontaine,  1927-31. 
Etching  and  drypoint,  11%  x  9%.  Gift  of  Dr. 
Helen  Kotin,  Durham.  G.7 1.13.1 

PASCAL  CUCARO  (American,  born  1915):  MONO- 
PRINT,  9y4  x  12  (irregular).  Gift  of  Robert  H. 
Roach,  Reidsville.  G.69.49.1 

ANDRE  DUNOYER  DE  SEGONZAC  (French,  born 
1884):  LANDSCAPE,  etching,  4!/2  x  7.  Gift  of  Mrs. 
Marjorie  Bell,  New  York.  G.69.60.22 

SAMUEL  ARLENT  EDWARDS  (American,  1861  1938): 
PORTRAIT  OF  GEORGE  WASHINGTON, 
mezzotint,  13%  x  103/4.  Gift  of  Edward  Dandridge, 
Raleigh.  G.70.43.1 

ENGLISH,  1807:  Engravings  from  The  British  Gallery 
of  Engravings,  by  Edward  Forster.  Gift  of  Dr.  Kermit 
Knudtzon,  Chapel  Hill.  G.70.42.2 

ENGLISH,  AMERICAN,  19th  and  20th  century: 
Group  of  Prints.  Gift  of  Sylbert  Pendleton  in 
memory  of  Katherine  Clark  Pendleton  Arrington. 
G.70.34.4 

ENGLISH,  GERMAN:  Group  of  Five  Hand-Colored 
Prints.  Gift  of  Kenneth  Whitsett,  Charlotte.  G.71.7.1-.5 

DOROTHEA  S.  GREENBAUM  (American,  born  1893): 
SEEDLING.  1969.  Etching,  14  x  9  (mat  opening). 
Gift  of  Mrs.  Herbert  Bluethenthal,  Wilmington. 
G.71.15.1 

FRANCIS  SEYMOUR  HADEN  (English,  1818-1910): 
ETCHING  (1st  state),  6  x  8%.  Gift  of  Dr.  Nell 
Hirschberg,  Raleigh.  G. 71. 14.1 

STANLEY  WILLIAM  HAYTER  (English,  born  1901): 
JEUX  D  EAU.  Engraving,  14%  x  12%.  Gift  of  Miss 
Maya  M.  Reid,  Raleigh.  G.70.41.1 

LESLIE  J.  LASKEY  (American,  contemporary): 
STILL  LIFE,  woodcut,  11  x  15.  Gift  of  Dr.  Nell 
Hirschberg,  Raleigh.  G.71.14.2 

JIM  MOON  (American,  contemporary):  SILKSCREEN. 
1967.  23/25,  2514  x  1714.  Gift  of  Mrs.  Peggy  Gug- 
genheim, Venice,  Italy.  G. 70. 16.1 

WALTER  PACH  (American,  1883-1958):  BUILDINGS, 
etching,  53/4  x  3%.  Gift  of  Mrs.  Marjorie  Bell, 
New  York.  G.69.60.19 

ARTHUR  L.  T.  PIZA  (Brazilian,  born  1928):  ETCH- 
ING, 46/50,  191/2  x  1114.  Gift  of  Frank  Manly,  Raleigh. 
G.69.44.1 

GINO  SEVERINI  (Italian,  1883-1966):  LITHO- 
GRAPH, 37/120,  25!/2  x  19.  Gift  of  Mrs.  Ruth  Green, 
Raleigh.  G.70.28.1 


JAMES  A.  MCNEILL  WHISTLER  (American,  1834- 
1903):  BECQUET,  etching,  10'/2  x  8(4  (mat 
opening).  Gift  of  Sylbert  Pendleton  in  memory  of 
Katherine  Clark  Pendleton  Arrington.  G. 70. 34.3 


MINOR  ARTS 

MARIT  GUINNESS  ASCHAN  (English,  contem- 
porary): MEDITERRANEE,  free-standing  enamel, 
17  x  18.  Gift  of  Edward  B.  Benjamin,  Greensboro, 
and  New  Orleans,  Louisiana.  G.69.43.1 

AMERICAN:  COLLECTION  OF  NORTH  CARO 
LINA  POTTERY  (thirty  four  items).  Bequest  of  Miss 
Esther  Bloxton.  G.7 1 .1 1 .1.34 

AMERICAN  AND  CENTRAL  AMERICAN:  EIGHT 
BOTTLES.  Gift  of  Sylbert  Pendleton  in  memory 
of  Katherine  Pendleton  Arrington.  G.70.34.8-.15 

MATTHEW  BOULTON  (English,  1728-1809): 
COOLER,  silver,  10  inches  high,  914  inches  diam- 
eter. Gift  of  Mrs.  L.  Y.  Ballentine,  Raleigh.  G.70.30.1 

CHINESE,  ETRUSCAN  (?),  PERSIAN  (?):  THREE 
VASES.  Gift  of  Sylbert  Pendleton  in  memory  of 
Katherine  Pendleton  Arrington.  G.70.34.5-.7 

CHINESE,  Chien  Lung:  VASE,  ivory,  514  inches 
high.  Gift  of  Mr.  and  Mrs.  Refford  Cate,  Reidsville. 
G.70.18.1 

CHINESE:  ALTARPIECE,  wood,  81  x  64;  TEMPLE 
REPLICA,  wood,  32  x  15.  Gifts  of  Howerton  Gowen, 
Roanoke  Rapids,  in  memory  of  his  mother  and  sis- 
ter. G.70.15.1-.2 

CHINESE,   ca.  7th   century   B.C.:    KUEI  (VESSEL), 
bronze,  714  inches  high,  13  inches  in  diameter. 
NINETY  PIECES  OF  MONEY,  from  the  middle 
Chou   Period,  946   B.C.   to   1800  A.D.  Gifts  of 
Avery  Brundage,  Chicago.  G.70.3.1-.2* 

CHINESE,  early  Ming  to  late  14  century:  STANDING 
LOHAN,  brass,  1214  inches  high.  Gift  of  Nathaniel 
Roberts  Dorrance,  Riverside,  Connecticut.  G. 71.21.1* 

CHINESE,  Ch'eng-hua:  VASE,  porcelain,  8  inches 
high.  Gift  of  Lt.  Col.  Don  W.  Youatt,  Arlington, 
Virginia.  G.71.23.1* 

CHINESE,  JAPANESE,  from  12th  to  19th  century: 
GROUP  OF  ELEVEN  ITEMS  (bowl,  teapot,  figures, 
writer's  box).  Gift  of  Michael  Lewis  Balamuth, 
Madison,  Wisconsin.  G.71.20.1-.1 1* 

CHINESE,  PERSIAN,  from  12th  to  19th  century: 
GROUP  OF  SIX  ITEMS  (jar,  vase,  bowl,  figures). 
Gift  of  Mrs.  Robert  Bookman,  New  York,  in  memory 
of  her  husband.  G.71.22.1-.6* 
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Mrs.  Worth  B.  Plyler,  left,  and  Mrs.  Arthur  E.  Howland 
view  the  latter's  head  of  their  father,  Elliott  Dainger- 
field. 


/ 


The  death  of  Dr.  Robert  Lee  Humber,  chairman  of 
the  NCMA  board  of  trustees,  on  Nov.  10,  1970,  created 
a  deep  sense  of  loss  in  many  hearts.  He  was  a  prime 
mover  in  the  founding  of  the  museum. 
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CHINESE,  SIAMESE:  BOWL  (late  15th  century  to 
early  16th  century),  2'/2  inches  high,  4%  inches  in 
diameter. 

JAR  (Sukhodaya,  15th  century),  3 inches  high, 

41/2  inches  in  diameter. 
SPICE  BOX  (Sukhodaya,  16th  century),  2lA  inches 

high,  23/i  inches  in  diameter. 

Gifts  of  Sol  H.  Chafkin,  Washington,  D.  C. 
G.69.53.1-.3* 

CHINESE,  late  18th  century?:  SEAL  BOX,  bisque, 
2V2  inches  high,  4  inches  in  diameter.  Gift  of 
Mrs.  Richard  K.  Van  Zandt,  Huntington,  West  Vir- 
ginia. G.69.54.1* 

CHINESE,  18th  century:  CHESS  SET,  ivory.  Gift  of 
Dr.  Kermit  Knudtzon,  Chapel  Hill.  G.70.42.1 

CHINESE,  JAPANESE,  EUROPEAN:  TWENTY- 
TWO  FANS,  ONE  LETTER  OPENER,  AND  SEVEN 
BROCADES.  Gifts  of  Laurent  Oppenheim,  Jr., 
New  York.  G.69.55.1-.30* 

CHINA,  THAILAND  and  other  countries:  TWENTY- 
EIGHT  PORCELAINS.  Gift  of  John  E.  Szatai, 
East  Norwalk,  Connecticut.  G.70.49.1-.28* 

ETRUSCAN,  GRAECO-ROMAN,  ROMAN,  PERU 
VIAN:  SIXTY-FOUR  OBJECTS  (including  figures, 
textiles  and  tools).  Gifts  of  Mr.  and  Mrs.  Fred  Olsen, 
Guilford,  Connecticut.  G.70.51.1-.64* 

GERMAN,  Hbchst:  TWELVE  PIECES  OF  POR 
CELAIN:  and 

ENGLISH,  Georgian:  SIX  TEASPOONS.  Gift  of 
Mrs.  Russell  I.  Hare,  Chula  Vista,  California. 
G.70.27.1-.18 

INDIAN,  MAYAN,  PRE-COLUMBIAN  and  other: 
SEVENTEEN  OBJECTS  (including  figures  and 
vases).  Gifts  of  Mr.  and  Mrs.  Cedric  H.  Marks, 
New  York.  G.70.55.1-.17* 

ORIENTAL:  TEMPLE  DOOR,  wood,  96  x  75. 
Gift  of  Senator  and  Mrs.  Hargrove  Bowles,  Greens- 
boro. G.71 .1 .1 

PRE  COLUMBIAN  (Vera  Cruz?,  3rd-9th  century): 
SQUASH  SHAPED  BOWL,  terracotta,  7  inches 
high.  Gift  of  Mr.  and  Mrs.  Cedric  H.  Marks,  New 
York.G.69.35.1* 

NINETEENTH  CENTURY:  JEWELRY,  pearl.  Gift 
of  Mrs.  William  R.  Peele,  Clayton.  G.70.44.2 

NINETEENTH  CENTURY.  FOUR  DAGUERREO 
TYPES.  Gift  of  Mrs.  James  R.  Heffern,  Fayetteville. 
G.70.46.1-.4 


TEX  TILES 

FLEMISH  or  ITALIAN,  16th  century:  EMBROI- 
DERY, silk  and  gold,  mounted  on  velvet.  Gift  of  Mrs. 
Meade  Hite,  Thomasville.  G.69.45.1 

MARY  ANNY  GIFFORD  (American,  nineteenth 
century):  CROCHETED  COAT,  ca.  1870.  Gift  of 
Mrs.  Mildred  Barsalow,  Raleigh.  G.70.29.1 

KARIN  STEPHENS  (American,  contemporary): 
TAPESTRY,  wool,  37  x  20  (irregular).  Gift  of  the 
artist.  G.70.50.1* 

VENETIAN  or  BRUSSELS  (19th  century?):  DUCHESS 
AND  ROSEPOINT  LACE.  Gift  of  Mrs.  William 
R.  Peele,  Clayton,  in  memory  of  Dr.  Robert  Lee 
Humber.  G.70.44.1 

CHARLES  FREDERICK  WORTH  (English,  1825- 
1895,  active  Paris  after  1846):  CLOTHING  AND 
ACCESSORIES.  Gift  of  Mrs.  F.  Graham  Jarman, 
Sr.,  Roanoke  Rapids.  G.70.45.1-.8 


PURCHASES  OF  WORKS  OF  ART 


PAINTINGS 

JACQUES-EMILE  BLANCHE  (French,  1861-1942): 
PORTRAIT  OF  DEGAS,  oil  on  canvas,  27lA  x  22. 
Museum  Purchase  Fund.  70.22.1 

WILLIAM  MERRITT  CHASE  (American,  1849-1916): 
PORTRAIT  OF  WALTER  PACH,  oil,  20  x  16. 
Museum  Purchase  Fund  and  Special  Fund.  70.36.1 

CHINESE,  Ming  Dynasty,  ca.  1500:  PLUM  BLOS- 
SOMS, scroll  painting,  90  x  26.  Museum  Purchase 
Fund.  70.9.4 

ELLIOTT  DAINGERFIELD  (American,  1859-1932): 
GRAY  ROCK,  watercolor,  16V4  x  12%.  Museum 
Purchase  Fund.  71.25.6 

FRENCH,  School  of  Amiens,  late  15th  century:  ST. 
FRANCIS  RECEIVING  THE  STIGMATA;  on 
reverse,  CHRIST  IN  THE  GARDEN  OF  GETH 
SEMANE,  panel,  54%  x  24%.  Museum  Purchase 
Fund.  70.14.1,a-b 

FRITZ  GRIEBEL  (German,  contemporary):  PORTO 
FERRAIO  (ISLAND  OF  ELBA),  watercolor,  17V4  x 
23%  (sight).  Museum  Purchase  Fund.  69.56.1 
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Maya  (Guatemala)  600-900  A.  D. 
Carved  Relief 

Gift  of  Mr.  and  Mrs.  Cedric  Marks,  New  York 


ELLIOTT  DAINGERFIELD  (American,  1859-1932): 
STUDY  OF  ARM  AND  HAND,  9>/2  x  5'/2  (mat 
opening). 

STUDY  OF  ARM  AND  HAND  WITH  PEARLS  (for 

"Our  Lady  of  the  Rhododendrons"),  13!/2  x  9'/2 

(mat  opening). 
DRAPERY  STUDY  (for  "Our  Lady  of  the  Rhododen 

drons"),  15x11  (mat  opening). 
STUDY  OF  BLOUSE  AND  SKIRT,  15  x  11  (mat 

opening). 

PORTRAIT  OF  BEN  FOSTER,  charcoal,  21  !/2  x 

16%  (mat  opening). 
Museum  Purchase  Fund.  71.25.1-5 

PRINTS 


JACOB  LAWRENCE  (American,  born  1917): 
FORWARD,  egg  tempera,  24  x  35%.  Museum 
Purchase  Fund.  70.8.1 

HOBSON  PITTMAN  (American,  born  1900):  THE 
REHEARSAL,  oil  on  board,  30  x  42.  Museum 
Purchase  Fund  and  Special  Fund.  70.37.1 

FRANCIS  SPEIGHT  (American,  born  1896):  THE 
HOLY  FAMILY  CHURCH,  on  canvas,  36  x  50. 
Museum  Purchase  Fund.  71.24.1 

WAYNE  TAYLOR  (American,  born  1931):  IMAGE 
THREE,  acrylic,  7614  x  7614  ■  Ben  F.  Williams  Pur- 
chase Fund  and  North  Carolina  State  Art  Society 
Memorial  Fund.  70.31.1 

JEREMIAH  THEUS  (American,  born  Switzerland, 
1720-1774):  MRS.  RAWLINS  LOWNDES,  canvas, 
24  x  18.  Museum  Purchase  Fund  and  Special  Fund. 
70.54.1 

SCULPTURE 

ANTOINE  BOURDELLE  (French,  1861-1929): 
SCULPTRESS  RESTING,  bronze,  12%  inches 
high.  Museum  Purchase  Fund  and  Special  Fund. 
71.9.1 

EARL  REIBACK  (American,  born  1936):  GALAXY, 
lumia  composition,  48  x  72.  Museum  Purchase 
FUND.  70.19.1 

ROMAN  (1st  century  A.D.):  HEAD  OF  AESCHYLUS, 
marble,  1414  inches  high.  Museum  Purchase  Fund. 
70.11.1 

ROMAN  (17th  century):  POPE  CLEMENT  X,  bronze 
relief  (tondo),  11  inches  in  diameter.  Museum  Pur- 
chase Fund.  70.20.1 


ROMARE  H.  BEARDEN  (American,  born  1914): 
CAROLINA  BLUE,  silkscreen  and  collage,  27'/2  x 
21.  Museum  Purchase  Fund.  70.21.1 

CADWALLADER  WASHBURN  (American,  1890- 
1965):  DEVOUT  DISCIPLE  OF  ST.  FRANCIS, 
drypoint  etching.  10'/2  x  8>/2  (mat  opening).  Museum 
Purchase  Fund  and  Special  Fund.  71.10.1 


Philippe  de  La  Hire  (Fr.,  1640-1718) 
The  Holy  Family 

Gift  of  Mrs.  J.  L.  Dorminy,  Raleigh, 
Miss  Esther  Laurie  King,  Raleigh 


in  memory  of 
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LENDERS  TO  THE  MUSEUM— INDIVIDUALS 


(Note:  Not  listed  are  those  artists  whose  works  were  selected  for  the  1969  and  1970  North  Carolina 
Artists  Exhibitions.) 


Mr.  and  Mrs.  Thomas  A.  Allison,  Statesville 

Mrs.  William  Allison,  Statesville 

Mr.  and  Mrs.  William  L.  Allison,  Jr.,  Statesville 

Alex  B.  Andrews,  Raleigh 

Cliff  Aronson,  Solvang,  California 

Robert  Barnard,  Chapel  Hill 

David  Barrett,  New  York 

Dr.  and  Mrs.  Joseph  Battle,  Durham 

Peggie  Canipe  Blizard,  New  York,  New  York 

Miss  Laura  E.  Boice,  Rocky  Mount 

Mrs.  Miles  Boyer,  Charlotte 

Mr.  and  Mrs.  Robert  Brandt,  Santa  Barbara,  Cali- 
fornia 

Dr.  and  Mrs.  Leonard  Burgess,  Santa  Barbara, 

California 
James  L.  Burton,  New  York,  New  York 
Dempsy  R.  Calhoun,  Greenville 
Charles  A.  Cannon,  Concord 
Mrs.  Isabella  Cannon,  Raleigh 
Miss  Patricia  Carnell,  Charlotte 
Dr.  and  Mrs.  George  L.  Carrington,  Burlington 
Dr.  Bayard  Francis  Carter,  Durham 
Mrs.  Harry  Clark,  Raleigh 

Mr.  and  Mrs.  Roger  Coats,  Santa  Ynez,  California 
Mr.  and  Mrs.  John  Cody,  Solvang,  California 
Mr.  and  Mrs.  R.  Taylor  Cole,  Durham 
Mr.  and  Mrs.  David  Cooper,  Detroit,  Michigan 
Mr.  and  Mrs.  Merv  Corning,  Los  Angeles,  Cali- 
fornia 

Mr.  and  Mrs.  Robert  H.  Crawford,  Jr.,  Charlotte 

J.  C.  Crowell,  Charlotte 

Mr.  and  Mrs.  John  Dabbs,  Charlotte 

Mr.  and  Mrs.  Harry  L.  Dalton,  Charlotte 

Mr.  and  Mrs.  Rufus  M.  Dalton,  Charlotte 

Mr.  and  Mrs.  Justin  Dart,  Los  Angeles,  California 

Messrs.  Davis,  Henderson 

Dr.  and  Mrs.  Frank  deVyver,  Durham 

Mr.  and  Mrs.  Alan  Dickson,  Charlotte 

Mr.  and  Mrs.  Joseph  D.  Dulaney,  Charlotte 

Mr.  and  Mrs.  Peter  Ellenshaw,  Santa  Barbara, 

California 
Ludmila  Ann  Evans,  Julian 
Horace  Lavern  Farlowe,  Gibsonville 
Mr.  and  Mrs.  John  Foushee,  Chapel  Hill 
Mr.  and  Mrs.  S.  Louis  Gaines,  Los  Angeles,  Cali- 
fornia 

Andrew  B.  Gardner,  Brooklyn,  New  York 
Mrs.  Peggy  Gardner,  Buellton,  California 
Mr.  and  Mrs.  Joseph  Gamier,  Pinehurst 
Peter  Gee,  New  York 


Mr.  and  Mrs.  John  Gilliland,  Santa  Maria,  Cali- 
fornia 

Mr.  and  Mrs.  Harold  Gladwin,  Solvang,  California 

Thomas  Hammond,  Cullowhee 

Gordon  Hanes,  Winston-Salem 

Allen  M.  Harrill,  Lincolnton 

Dr.  and  Mrs.  Page  Harris,  Charlotte 

Sharon  L.  Harris,  Boone 

Dr.  Donald  G.  Hartzog,  Winston-Salem 

Mrs.  Marie  Heikkinen,  Raleigh 

Mr.  and  Mrs.  John  A.  Hertzman,  Raleigh 

Silvia  Heyden,  Durham 

Dr.  William  H.  Higgins,  Jr.,  Richmond,  Virginia 
Dr.  and  Mrs.  Charles  S.  Hobbs,  Sr.,  Knoxville, 
Tennessee 

Mrs.  Arthur  E.  Howlett,  New  York,  New  York 

and  Blowing  Rock 
Victor  Huggins,  Blacksburg,  Virginia 
Mr.  and  Mrs.  Edgar  H.  Hunter,  Raleigh 
Ernest  Illman,  Winston-Salem 
Herb  Jackson,  Davidson 
Mrs.  Albert  M.  Jenkins,  Jr.,  Raleigh 
Gerald  L.  Johnson,  Greenville 
Marilyn  Jones,  Greenville 
Mrs.  Meredith  Jones,  Rockville,  Maryland 
Mr.  and  Mrs.  Alex  R.  Josephs,  Charlotte 
Mrs.  John  Kerr,  Warrenton 
Mr.  and  Mrs.  James  W.  Kirkpatrick,  Jr.,  Cary 
Bernard  Kirschenbaum,  New  York 
Professor  Weston  LaBarre,  Durham 
Mrs.  Arthur  W.  Levy,  Jr.,  Raleigh 
Mr.  and  Mrs.  Frederick  Lewis,  Jr.,  Raleigh 
Mr.  and  Mrs.  Robert  L.  Lindsey,  Jr.,  Charlotte 
Mrs.  Forrest  B.  Long,  Charlotte 
Dr.  and  Mrs.  Anders  S.  Lunde,  Chapel  Hill 
Mrs.  George  Lurcy,  High  Point 
Mr.  and  Mrs.  William  Luton,  Santa  Barbara, 

California 
Mark  Lynch,  Homestead,  Florida 
Frank  L.  Manly,  Raleigh 
Alec  E.  Mass,  Pittsburgh,  Pennsylvania 
Miss  Caroline  MacChesney,  New  York,  New  York 
Mr.  and  Mrs.  Louis  E.  McFadden,  New  Canaan, 

Connecticut 
Dr.  and  Mrs.  T.  H.  McMillan,  Jr.,  Charlotte 
Mr.  and  Mrs.  John  de  Menil,  Houston,  Texas 
Mr.  and  Mrs.  Robert  Moeller,  Durham 
The  Honorable  and  Mrs.  Dan  K.  Moore,  Raleigh 
Mrs.  Ronda  Muschenheim,  New  York,  New  York 
Bayne  Olsen,  Richfield 
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Mr.  and  Mrs.  James  M.  O'Neal,  Jr.,  Raleigh 

Professor  and  Mrs.  Leland  Phelps,  Durham 

Hobson  Pittman,  Bryn  Mawr,  Pennsylvania 

Mrs.  Worth  B.  Plyler,  Monroe 

Mr.  and  Mrs.  William  G.  Rand,  Raleigh 

Mrs.  David  H.  Rankin,  Charlotte 

Mr.  and  Mrs.  James  W.  Reid,  Raleigh 

Miss  Mandy  Richardson,  Charlotte 

Dr.  and  Mrs.  Francis  Robicsek,  Charlotte 

Saul  Rosen,  Paterson,  New  Jersey 

E.  N.  Seltzer,  Concord 

Mr.  and  Mrs.  William  G.  Shelton,  Statesville 
James  E.  Smith,  Cullowhee 

Young  Smith,  Pawley's  Island,  South  Carolina 

Mr.  and  Mrs.  V.  Reitzel  Snider,  Charlotte 

Marilyn  Sparling,  Chapel  Hill 

Mr.  and  Mrs.  G.  B.  Spence,  Raleigh 

Mr.  and  Mrs.  Leon  Stacks,  Blowing  Rock 

Charles  W.  Stanford,  Raleigh 

Mrs.  Floyd  L.  Strawn,  Raleigh 

Mr.  and  Mrs.  John  A.  Tate,  Jr.,  Davidson 

Hollie  Taylor,  Chapel  Hill 


Mrs.  Isaac  Taylor,  Chapel  Hill 

Wayne  Taylor,  Raleigh 

Anne  Wall  Thomas,  Carrboro 

Mr.  and  Mrs.  Mason  P.  Thomas,  Jr.,  Chapel  Hill 

Mr.  and  Mrs.  William  Lewis  Thorp,  Rocky  Mount 

Mr.  and  Mrs.  Harold  B.  Van  Fossen,  Abington, 
Pennsylvania 

Dr.  and  Mrs.  William  Van  Valin,  Solvang,  Cali- 
fornia 

Mrs.  H.  M.  Wade,  Charlotte 
Mrs.  Jack  M.  Wagner,  Statesville 
Dr.  Loring  B.  Walton,  Durham 
Mrs.  Christopher  R.  Webster,  Raleigh 
Colonel  Van  R.  White,  Mebane 
Dr.  Frederick  L.  Whiting,  New  York,  New  York 
Mr.  and  Mrs.  Granville  Wilhelm,  Santa  Barbara, 
California 

Mr.  and  Mrs.  Benjamin  F.  Williams,  Raleigh 
Claude  B.  Williams,  Charlotte 
Dr.  and  Mrs.  Thomas  Worth,  Raleigh 
Mr.  and  Mrs.  David  Yager,  Santa  Barbara,  Cali- 
fornia 


LENDERS-INSTITUTIONS 


William  Hayes  Ackland  Memorial  Art  Center, 
Chapel  Hill 

American  Federation  of  Arts,  New  York,  New  York 
American  Indian  Arts  Center,  New  York,  New 
York 

Atchison,  Topeka  and  Santa  Fe  Railway  Com- 
pany, Chicago,  Illinois 
Baker  Furniture,  Inc.,  Grand  Rapids,  Michigan 
Baker  Furniture  Museum,  Holland,  Michigan 
Brooklyn  Museum,  Brooklyn,  New  York 
Brown-Jordan  Company,  El  Monte,  California 
Yale  R.  Burge  Reproductions,  Inc.,  New  York, 
New  York 

Butler  Institute  of  American  Art,  Youngstown, 
Ohio 

City  Art  Museum  of  Saint  Louis,  St.  Louis,  Miss- 
ouri 

Copenhagen  Galleri,  Solvang,  California 
Cumberland  Furniture  Corporation,  New  York, 
New  York 

Stow  Davis  Furniture  Company,  Grand  Rapids, 

Michigan 
Design  Research,  Inc. 

William  Drummond  &  Company,  Inc.,  New  York, 
New  York 


Dunbar  Furniture  Corporation,  Berne,  Indiana 
Dux,  Inc.,  Newport  News,  Virginia 
General    Fireproofing    Company,  Youngstown, 
Ohio 

Fritz  Hansen,  Inc.,  New  York,  New  York 

High  Museum  of  Art,  Atlanta,  Georgia 

Hirschl  &  Adler  Galleries,  New  York,  New  York 

Hitchcock  Chair  Company,  Riverton  (Hitchcocks- 

ville),  Connecticut 
International  Exhibitions  Foundation,  Washington, 

D.  C. 

Ivey's  of  North  Hills,  Raleigh 
Georg  Jensen,  Inc.,  New  York,  New  York 
Knoll  Associates,  New  York,  New  York 
The  Lachaise  Foundation,  Boston,  Massachusetts 
Felix  Landau  Gallery,  Los  Angeles,  California 
Laverne  International,  Ltd.,  New  York,  New  York 
Maxwell  Galleries,  Ltd.,  San  Francisco,  California 
McGuire  Company,  San  Francisco,  California 
Metropolitan  Museum  of  Art,  New  York,  New 
York 

Mint  Museum  of  Art,  Charlotte 
Museum  of  Primitive  Art,  New  York,  New  York 
Museum  of  the  American  Indian,  New  York,  New 
York 
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Edward  Marshall  Boehm  (Am.,  1912-69) 
Common  Tern 

Gift  of  16  banks  of  the  North  Carolina  Bankers  Asso- 
ciation 


Newark  Museum,  Newark,  New  Jersey 
North  Carolina  State  University  School  of  Design, 
Raleigh 

Jens  Risom  Design,  Inc.,  New  York,  New  York 
T.  H.  Robsjohn-Gibbins  and  Saridis  of  Athens 
Rutgers  University  Art  Gallery,  New  Brunswick, 

New  Jersey 
Sackler  Collections,  New  York,  New  York 
Robert  Schoelkopf  Gallery,  New  York,  New  York 


Smithsonian  Institution,  Cooper-Hewitt  Museum 
of  Design,  National  Air  and  Space  Museum  and 
National  Collection  of  Fine  Arts,  Washington, 
D.  C. 

Thonet  Industries,  New  York,  New  York 
University  Museum,  University  of  Pennsylvania, 

Philadelphia,  Pennsylvania 
Wood  &  Hogan,  Inc.,  New  York,  New  York 
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Prof.  Dr.  J.  Bruyn  (left)  of  the  Universiteid  van  Amster- 
dam and  Dr.  S.  H.  Levie  of  Gemeentemusea,  Amster- 
dam, do  research  at  the  NCMA. 


LOANS  FROM  THE  MUSEUM  COLLECTIONS 


DUKE  UNIVERSITY  ART  MUSEUM,  Durham 
"European  Paintings,"  (on  the  occasion  of  the 

formal  opening  of  the  Duke  Art  Museum), 

October  18-Decemberl5,  1969 
52.9.58  Jan  Steen,  The  Worship  of  the  Golden 

Calf 

64.19.1  Henry  Raeburn,  Thomas  Robert,  Earl  of 
Kinnoull 

G.55.6.1  Sir  Peter  Lely,  Charles  Stuart,  Duke  of 
Richmond  and  Lennox,  Gift  of  Mrs.  Edward 
Shearson,  New  York 

52.9.145  Bernardo  Bellotto,  View  of  Dresden  with 
the  Frauenkirche  at  Left 

52.9.122  Jacques  Louis  David,  Self  Portrait 

THE  ART  INSTITUTE  OF  CHICAGO,  MIN- 
NEAPOLIS INSTITUTE  OF  ARTS,  and 
DETROIT  INSTITUTE  OF  ARTS 

"The  Rembrandt  Tercentenary,"  October  21, 
1969-April  5,  1970 

52.9.41  Govaert  Flinck,  The  Return  of  the  Prodi- 
gal Son 

CUMMER  GALLERY  OF  ART,  Jacksonville, 
Florida  and  MUSEUM  OF  FINE  ARTS,  St. 
Petersburg,  Florida 

"The  Age  of  Louis  XIII,"  October  28,  1969- 
February  8,  1970 

52.9.125  Claude  Lorrain,  Landscape  with  Herds- 
men near  Tivoli 


52.9.121  Jean  Leclerc,  The  Angel  Freeing  St. 
Peter  from  Prison 

NORFOLK  MUSEUM  OF  ARTS  AND 
SCIENCES,  Norfolk,  Virginia 

"Masterpieces  from  Southern  Museums,"  Novem- 
ber 2-30,  1969 

52.9.117  David  Teniers  The  Younger,  The  Flight 
into  Egypt 


Matthew  Boulton  (Eng.,  1728-1809) 
Silver  Cooler 

Gift  of  Mrs.  L.  Y.  Ballentine,  Raleigh 
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Allen  Harrill  (Am.,  1947-) 
Six  A  ligned  ( Plunge  Series ) 
Gift  of  N.  C.  State  Art  Society 


INDIANA     UNIVERSITY     ART  MUSEUM, 

Bloomington,  Indiana 
"The  American  Scene:  1820-1900,"  January  18- 

February  28,  1970 
52.9.202  Elliott  Daingerfield,  The  Grand  Canyon 
G.28.2.1  Edward  Moran,  The  Clam  Diggers,  Gift 

of  Robert  F.  Phifer,  Concord 

BIRMINGHAM  MUSEUM  OF  ART,  Birming- 
ham, Alabama 

"British  Painting:  1640-1840,"  February  20- 
March  9,  1970 

G.48.4.1  Joseph  Highmore,  Portrait  of  Flora 
Macdonald,  Group  Subscription  Gift  Fund 

ART  GALLERY,  UNIVERSITY  OF  MARY- 
LAND, College  Park,  Maryland 

"American  Pupils  of  Thomas  Couture,"  March  19- 
April  26,  1970 

52.9.15  Thomas  Hicks,  The  Musicale,  Barber 
Shop,  Trenton  Falls,  New  York 


GIBBES  ART  GALLERY,  Charleston,  South 
Carolina 

"Art  in  South  Carolina:  1670-1970,"  April  1- 
December  30,  1970 

52.9.76  Thomas  Hudson,  Mrs.  Cooper  and  Her 
Children 

G.55.22.1  Hobson  Pittman,  Studio  in  Charleston, 
Gift  of  Mr.  and  Mrs.  Sam  Clark,  Miss  Nan 
Clark,  Mr.  D.  Russell  Clark,  Tarboro  (also 
shown  at  COLUMBIA  MUSEUM  OF  ART  and 
the  GREENVILLE  COUNTY  MUSEUM  OF 
ART,  South  Carolina) 

THE  METROPOLITAN  MUSEUM  OF  ART, 
New  York 

"19th  Century  America,"  April  13-September  4, 
1970 

G.63.36.1  Thomas  Ball,  Henry  Clay,  Gift  of  Mr. 
and  Mrs.  Robert  Lee  Humber,  Greenville 
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COLORADO  SPRINGS  FINE  ARTS  CENTER, 

Colorado  Springs,  Colorado 
"New  Accessions,  USA,"  July  26-September  20, 

1970 

70.8.1  Jacob  Lawrence,  Forward 

ENTE     BOLOGNESE  MANIFESTANZIONI 

ARTISTICHE,  Bologna,  Italy 
"Natura    ed    espressione    nell'arte  bolognese- 

emiliana,"  September  5-November  22,  1970 
GL.57.21.1  Lodovico  Carracci,  The  Assumption 

of  the  Virgin,  Gift  of  Mrs.  J.  L.  Dorminy, 

Raleigh 

THE  UNIVERSITY  OF  NEBRASKA  ART  GAL- 
LERIES, Lincoln,  Nebraska 

"American  Sculpture,"  September  11-Novem- 
ber  15,  1970 

G.58.13.1  Thomas  Ball,  Daniel  Webster,  Gift  of 
Mr.  and  Mrs.  Robert  Lee  Humber,  Greenville 

TOLEDO  MUSEUM  OF  ART,  ART  INSTITUTE 
OF  CHICAGO,  and  MINNEAPOLIS  INSTI- 
TUTE OF  ARTS 

"Painting  in  Italy  in  the  Eighteenth  Century," 
September  19,  1970-  March  21,  1971 

KGL.60. 17.53  Ghislandi,  Portrait  of  a  Pupil  as  a 
Gentleman,  Gift  of  the  Samuel  H.  Kress  Founda- 
tion, New  York 

THE  UNIVERSITY  OF  NEW  MEXICO  ART 
MUSEUM,  Albuquerque,  New  Mexico 

"Special  Retrospective  -  Faculty  of  the  '60's," 
November  29,  1970-January  3,  1971 

58.4.19  Robert  Partin,  Behemoth 

MUSEUM  OF  FINE  ARTS,  St.  Petersburg, 
Florida  and  CUMMER  GALLERY  OF  ART, 
Jacksonville,  Florida 

"Remnants  of  Things  Past,"  January  8-March  14 
1971 

52.9.120    Francois  Boucher,  Landscape  with  a 

Mill  and  Ruins 
G.68.1.1    John  "Warwick"  Smith,  The  Ruins  of 

Caernarvon  Castle  from  the  Interior,  Gift  of  the 

English  Speaking  Union  of  Raleigh,  Durham 

and  Chapel  Hill 

BIRMINGHAM  MUSEUM  OF  ART,  Birming- 
ham, Alabama 

Festival  of  Arts  "Salute  to  Spain,"  March  19- 
April  5,  1971 


52.9.179  Bartolome  Esteban  Murillo,  Esau  Sell- 
ing his  Birthright 

G. 69. 20.1  Antonio  Puga,  Moorish  Servant,  Gift 
of  Mr.  and  Mrs.  Benjamin  Cone,  Greensboro 

64.6.1    Alessandro  de  Loarte,  Still  Life 

WILLIAM  HAYES  ACKLAND  MEMORIAL 
ART  CENTER,  University  of  North  Carolina, 
Chapel  Hill 

"A  Medieval  Treasury  from  Southeastern  Collec- 
tions," April  4-May  23,  1971 

62.1.7  French,  12th  century  (Auvergne),  Seated 
Virgin  and  Child 

G. 59. 6.1  French,  15th  century,  Standing  Virgin 
and  Child,  Gift  of  Mrs.  Edsel  B.  Ford,  Detroit, 
in  memory  of  W.  R.  Valentiner 

G.57.14.16  French,  14th  century,  Capital  (Gothic), 
Gift  of  Mr.  and  Mrs.  Fred  Olsen,  Guilford, 
Connecticut 

GL.57.14.103  Egyptian  (Coptic),  6-7th  century 
A.  D.,  Textile  Fragment  with  dancing  figures 
and  dragon,  and 

G. 57. 14.5  Egyptian  (Coptic),  5th  century  A.  D., 
Textile  Fragment  with  square  motif,  and 

G.57.14.10  Egyptian  (Coptic),  6-7th  century  A.  D., 
Textile  Fragment  -  shoulder  band,  Gifts  of 
Mr.  and  Mrs.  Fred  Olsen,  Guilford,  Connecti- 
cut 

G.52.1.2  Egyptian  (Coptic),  6-7th  century  A.  D., 
Textile  Fragment  -  sleeve  ornament  and  waist 
band,  Gift  of  Mrs.  Katherine  Pendleton  Arring- 
ton,  Warrenton 

MINT  MUSEUM  OF  ART,  Charlotte 

"Elliott   Daingerfield   Retrospective,"   May  13- 

April  16,  1971 
G.49.2.1    Elliott   Daingerfield,    Evening  Glow, 

Gift   of  Dr.   and   Mrs.   Aubrey  Lee  Brooks, 

Greensboro 

52.9.202  Elliott  Daingerfield,  The  Grand  Canyon 
G.70.26.1  Elliott  Daingerfield,  Field  and  Sky, 
Gift  of  Mr.  and  Mrs.  William  G.  Rand  and 
family  in  memory  of  Major  William  L.  Allison 

KALAMAZOO  INSTITUTE  OF  ARTS,  Kalama- 
zoo, Michigan 
"Surrealist  Exhibition,"  May  9-June  6,  1971 
G. 57. 30.1  Man  Ray,  Diderot's  Harpsichord  or 
The  Merchant  of  Venice,  Gift  of  Dr.  and  Mrs. 
Paul  Wescher,  Santa  Monica,  California 
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James  L.  Burton  (Am.,  1940  ) 

Horizontal  Light  Tank 

Gift  of  N.  C.  State  Art  Society 


LOANS  FROM  THE  MUSEUM  COLLECTIONS 
TO  STATE  OFFICES  AND  AGENCIES 


57.42.1  Russell  Arnold,  Painting  No.  7 

G.60.3.1  J.  Bardin,  Broken  Trail,  Gift  of  the  Ford 

Foundation,  New  York,  New  York 
G.64.17.3  Gifford  Beal,  Circus  Ponies 
48.1.1  Harriet  Bogart,  Little  Girl  with  Chicken 
Aaron  Bohrod,  Mississippi  Landscape 

52.6.1  Robert  Broderson,  Quarry 

59.35.2  James  Bumgardner,  Owling  Table 

52.6.2  Jerry  Caplan,  Carousel 

Charles  S.  Chapman,  Cornered,  Phifer  Collection 
G.61.2.1  Joe  Cox,  Yellow  Wall,  Gift  of  the  North 

Carolina  State  Art  Society 
John  W.  Dunsmore,  A  Reverie,  Phifer  Collection 

54.1.3  Harry  Ellenzweig,  City  Maze 

G. 55. 16.68-. 70  English,  Three  Jardinieres,  Gifts 
of  Ernest  V.  Horvath,  New  York,  New  York 

46.1.1  Kenneth  Evett,  The  Carpenter 

G.55. 16.40  French,  Bust  of  Napoleon,  Gift  of 
Ernest  V.  Horvath,  New  York,  New  York 

G.65.24.1  William  C.  A.  Frerichs,  The  Falls  of 
Tamahaka,  Cherokee  County,  North  Carolina, 
Gift  of  Mr.  and  Mrs.  George  D.  Finch,  Thomas- 
ville 

G.65.24.2  William  C.  A.  Frerichs,  Storm  over  the 
Blue  Ridge,  Gift  of  Mr.  and  Mrs.  George  D. 


Finch,  Thomasville 

G. 57. 3.1  Robert  Goodnough,  Seated  Figure,  Gift 
of  James  I.  Merrill,  New  York,  New  York 

Birge  Harrison,  Evening  on  the  Seine,  Phifer  Col- 
lection 

Birge  Harrison,  Seascape,  Phifer  Collection 

G.55. 11.1  John  Hoppner,  Lady  Louisa  Manners, 

Gift  of  Mr.  and  Mrs.  Jack  Linsky,  New  York, 

New  York 

John  Hoppner,  The  Honorable  Sherson,  One  of 

the  First  Directors  of  the  East  India  Company, 

Phifer  Collection 
54.1.2  Claude  Howell,  Beach  Umbrellas 
47.1.1  Claude  Howell,  Mending  Nets 
52.9.17  George  Inness,  Under  the  Greenwood 
LeRoy  Ireland,  Still  Life,  Phifer  Collection 
G.63.7.1  Cyril  Kay-Scott,  19  watercolors 
52.9.200  Sir  Godfrey  Kneller,  The  Deer  Hunt 
G.62.22.2  Albert  Charles  Lebourg,  La  Seine  Pres 

St.  Cloud,  Gift  of  John  L.  Loeb,  New  York,  New 

York 

G. 52. 22.1  Albert  Charles  Lebourg,  Notre  Dame, 
Paris,  Gift  of  John  L.  Loeb,  New  York,  New 
York 

56.28.1  Edith  London,  Provincetown  Memories 
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G. 58. 16.1  Michele  Giovanni  Marieschi,  Castello 

near  Venice,  anonymous  gift 
G.55.1.4  Anton  Mauve,  On  the  Dunes,  Gift  of 

Mr.  and  Mrs.  Max  Dreyfus,  New  York,  New 

York 

47.1.3  Earl  Mueller,  Mill  End 
53.1.3  Kenneth  Ness,  Night  Flight 
Rudolfo  Procaccia,  L'Addio 

67.35.1  Alexander  Phimister  Proctor,  Puma 

56.28.2  Grove  Robinson,  Regional  Landscape 
No.  5 

Julian  Rix,  Two  Landscapes,  Phifer  Collection 

G.67.30.1  Rachel  Ruysch,  Still  Life 

Chauncey  Ryder,  Haystack  Mountains,  Gift  of 
Mrs.  Katherine  Pendleton  Arrington  in  memory 
of  her  mother,  Victoria  Louise  Clark  Pendleton 

Roswell  Morse  Shurtleff,  Landscape,  Phifer  Col- 
lection 

51.2.2  Charles  Sibley,  Set  Nets 
Henry  Pember  Smith,  Old  Oaks  at  Sunset,  Phifer 
Collection 


66.26.1  Francis  Speight,  Sans  Souci  Ferry 

George  J.  Stengel,  Now  Come  Still  Evening, 
Phifer  Collection 

G.28.2.16  Thomas  Sully,  Mrs.  John  Ellis,  Gift  of 
Robert  F.  Phifer,  Concord 

G. 55. 1.1  Arthur  F.  Tait,  Sfag  and  Doe  in  Land- 
scape, Gift  of  Mr.  and  Mrs.  Max  Dreyfus,  New 
York,  New  York 

T.  G.  Vibert,  Cook  and  Poultry,  Phifer  Collection 

Frederick  Waugh,  Landscape,  Gift  of  Mrs.  Kath- 
erine Pendleton  Arrington  in  memory  of  her 
mother,  Victoria  Louise  Clark  Pendleton 

Unknown  artist,  Portrait  of  a  Lady,  Phifer  Col- 
lection 

Unknown  artist,  Clouds-Blue  Day  in  June,  Phi- 
fer Collection 

Nina  Kasanof 
Registrar 

(Report  Prepared  by 
Peggy  Jo  D.  Kirby) 


Members  of  the  N.  C.  State  Art  Society  European  tour 
group  relate  NCMA  paintings  to  ones  seen  abroad. 
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Fig.  1      Egyptian,  Old  Kingdom,  VI  Dynasty  (2420- 
2258  B.C.) 

Relief  of  Khnumti  (man  facing  left) 
White  limestone 

H.  21  lA"   (54.5  cm.);  W.  (top  and  bottom) 

18  15/16"  (48  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund, 

Winston-Salem,  North  Carolina 
G.72.2.2 
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Fig.  2      Egyptian,  Old  Kingdom,  VI  Dynasty  (2420- 
2258  B.C.) 
Relief  of  Khnumti  (man  facing  right) 
White  limestone 

H.  23%  (60.5  cm.);  W.  (top)  18'/2"  (47  cm.); 

W.  (bottom)  19  "/is"  (50  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund, 

Winston-Salem,  North  Carolina 
G.72.2.1 


TWO  EGYPTIAN  BAS  RELIEFS  OF  THE 
LATE  OLD  KINGDOM 


By  William  Kelly  Simpson 
Museum  of  Fine  Arts,  Boston 
Yale  University 


The  North  Carolina  Museum  of  Art  has  recently 
acquired  two  Egyptian  reliefs  of  exceptional 
interest  (figs.  1-5) 1  through  the  generosity  of 
Mr.  Gordon  Hanes.  In  their  original  context  they 
formed  the  lower  half  of  the  two  side  panels  of  a 
small  chapel  or  naos,  the  rear  section  of  which  was 
occupied  by  a  stela  of  the  false-door  type.  A  com- 
parable naos  of  approximately  the  same  size  and 
a  slightly  later  period,  of  which  all  three  elements 
survive  in  part,  is  represented  in  the  collection  of 
the  Museum  of  Fine  Arts,  Boston,  and  is  discussed 
later  in  this  article  (figs.  7-11). 2 

The  scene  on  each  of  the  North  Carolina  panels 
is  the  same:  the  official  for  whom  the  stela-chapel 
was  made  is  shown  sitting  on  a  chair  with  one 
hand  extending  toward  a  table  piled  high  with  the 
traditional  offering  loaves  and  with  the  other 
holding  a  folded  cloth  which  served  as  a  napkin. 
The  side  panels  were  arranged  so  that  the  figure  in 
each  case  faced  outward  with  his  back  to  the 
stela,  with  which  each  panel  formed  a  right 
angle.  Of  the  two  panels  the  left  one  (figs.  1,  3), 
the  south  wall  of  the  naos,  is  the  finer  and  repre- 
sents the  completed  work  of  the  sculptor.  On  the 
outer  edge  are  the  traces  of  a  vertical  inscription 
(fig.  5).3  The  right  panel  (figs.  2,  4),  the  north 
wall  of  the  naos,  was  not  finished  to  the  same 
degree  and  shows  the  chisel  marks  of  a  work  in 
progress.  This  feature  in  itself,  although  not 
unusual,  adds  interest  to  the  pair  of  reliefs. 

The  finer  panel,  on  the  left,  will  be  discussed 
first.  The  official  is  seated  facing  left  with  his 
arms  in  the  position  just  described.  In  conformity 
to  usage  the  head  is  shown  in  profile,  except  for 
the  eye,  as  is  the  lower  part  of  the  body.  The 
shoulders    are   shown    in   frontal    view,  except 


that  one  nipple  is  shown  in  profile.  The  face  is 
carved  with  great  care,  the  lines  of  the  nose,  eyes, 
and  lips  having  been  rendered  with  characteristic 
assurance.  The  official  wears  a  carefully  executed 
wig  falling  over  his  shoulders  and  leaving  the  ear 
exposed  and  set  off  by  a  short  sideburn.  He  also 
has  a  trim  beard.  Aside  from  his  skirt  or  kilt  he 
wears  a  broad  collar,  probably  a  floral  necklace  or 
representation  of  the  same  in  jewelry,  and 
bracelets.  Their  details  would  have  been  added  in 
paint. 

The  chair  is  typical  for  the  period:  it  consists 
of  a  flat  seat  with  a  backrest  with  a  cushion. 
The  legs  are  in  the  form  of  lions'  legs  and  feet,  the 
latter  set  on  the  usual  terminals. 

It  is  difficult  to  determine  whether  the 
table  is  square  or  circular;  the  top  is  set  on  a  single 
pedestal  leg.  On  it  are  shown  the  traditional 
offering  loaves.  By  convention  they  are  shown  on 
end,  although  they  in  reality  lay  flat  on  the 
table.4  Below  the  table  on  the  right  is  a  basin  set 
on  a  stand  in  which  a  spouted  ewer  with  its 
cover  has  been  placed.  The  ewer  and  basin  were 
most  likely  of  copper  (fig.  6). 5  On  the  other  side  of 
the  table  leg  is  a  representation  of  a  copper  stand 
with  three  vessels  with  their  stoppers;  above  the 
vessels  has  been  set  a  bundle  of  leeks  held  together 
by  two  cords. 

The  composition  represents  the  official  seated 
for  all  eternity  before  his  meal. 

The  hieroglyphic  text  above  the  table  spells 
this  out:  it  reads,  "bread,  beer,  cattle,  fowl,  alabas- 
ter, and  linen"  with  the  plant  sign  shown  seven 
times  in  the  lower  line  for  the  numeral  "1,000." 
Hence  the  official  is  wished  many  thousands  of 
loaves  of  bread,  jars  of  beer,  etc.  Two  vertical 
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Fig.  4      Detail  of  Right  Panel  NCMA  stela-chapel 


columns  of  text  in  front  of  the  seated  figure  and  a 
horizontal  line  of  text  above  his  head  provide  his 
rank  and  name:  "The  sole  companion,  the  senior 
lector  priest,  one  venerated  in  the  presence  of  the 
great  god,  Khnumti,  whose  good  name  is  Khnum- 
hesuf."6 

Above  the  scene  of  the  official  at  his  table  is 
the  lower  part  of  a  large  panel  of  text  with  five 
small  figures.  The  original  extent  and  composition 
of  this  text  is  more  clearly  seen  in  the  parallel 
relief  in  the  Boston  naos  right  (north)  panel  (fig. 
10).  This  text,  in  sunken  as  opposed  to  the  raised 
relief  just  discussed,  consists  of  a  standardized 
list  of  offerings,  sometimes  referred  to  as  the 
menu.  Included  are  specific  kinds  of  bread  and 
pastry,  wines,  beer,  meats,  vegetables,  fruits, 
oils,  and  incense  materials.  After  each  word  is 
either  its  determinative,  such  as  an  oil  jar  for  one 
of  the  oils,  or  a  small  kneeling  figure  presenting  an 
offering  on  his  outstretched  hands.7  Following 
the  determinative  or  figure  is  a  numeral,  usually 
from  1  to  4,  indicating  the  number  of  that  par- 
ticular offering  in  the  list. 

In  the  North  Carolina  relief  this  list  is  invoked 
by  a  group  of  five  officials  (fig.  3).  The  first 
kneels  with  his  hands  upon  a  low  offering  table. 
The  second  holds  his  left  hand  out  to  invoke  the 
offerings;  he  is  identified  by  the  label  "lector- 
priest"  and  wears  the  sash  across  his  shoulder 
and  under  his  arm  that  identifies  this  office.  The 
third  individual  carries  a  long  object  which  is 
probably  a  ritual  papyrus  roll;  he  too  has  the 
label  of  lector-priest  and  wears  the  sash.  The 
fourth  individual  kneels  on  one  knee  and  raises 
his  right  hand  behind  him  in  a  gesture  of  chanting. 
The  label  pertaining  to  him  reads,  "making  glori- 
fications by  the  lector-priests."  The  last  figure,  who 
walks  away  from  the  scene  yet  turns  his  head  back 
to  it,  carries  a  herbal  broom  and  is  identified  by 
the  label,  "[the  rite  of]  int  rd."  The  sense  of  the 
scene  is  essentially  the  invocation  of  the  offerings 
on  behalf  of  the  official.8 

The  opposite  panel,  the  right  wall  of  the  naos 
from  the  viewer's  position,  is  almost  a  mirror  image 
of  the  left  panel  (fig.  2).  The  figure  is  similarly 
disposed,  and  yet  in  order  to  show  the  right  hand 
extended  to  the  table  the  artist  has  had  to  have 
the  right  arm  cross  the  body  and  to  bend  the 
elbow  of  the  other  arm  to  keep  it  clear  of  the  latter. 
The  result  is  a  frankly  clumsy  disposition  of  the 
limbs  in  comparison  to  the  preceding  composition. 


Fig.  5     Edge  of  Left  Panel  NCMA  stela-chapel 
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of  the  chisel  used  to  lower  the  background  and 
thereby  raise  the  relief.  These  traces  are  most 
clearly  seen  in  the  group  of  five  figures.  The 
chisels  were  probably  of  copper  set  in  wooden 
hafts,  such  as  are  represented  by  examples  found 
in  excavations.  They  were  either  pushed  by  hand 
or  by  small  wooden  mallets.  Details  were  executed 
with  copper  gravers  and  other  pointed  tools.9 

The  difference  in  the  details  between  the  two 
panels  could  be  pursued  point  by  point.  A  few  can 
be  isolated  for  comparison  (figs.  1,  3  and  2,  4): 
the  eyes,  nose,  lips,  beard,  and  wig  of  the  official; 
the  hieroglyphs  for  thousand,  and  the  fowl  heads 
above  the  offering  table.  One  is  tempted  to  assume 
that  the  two  panels  were  cut  one  by  a  master 
sculptor  and  the  other  by  his  somewhat  inept 
apprentice.  It  seems  more  logical,  however,  to 
consider  the  left  panel  a  finished  work  ready  for 
the  painter  and  the  right  panel  a  project  com- 
pleted hastily  without  the  finishing  touches  given 
to  the  other.  In  comparing  the  two  the  quality  of 
the  better  panel  can  be  all  the  more  appreciated. 


The  composition  is  also  altered  by  heaping  high  the 
offerings  on  the  far  side  of  the  offering  table  with 
vessels,  a  trussed  duck,  and  miscellaneous  fruits 
in  baskets,  and  leeks.  Aside  from  the  four  vessels 
in  their  stand,  the  miscellaneous  offerings  are 
rendered  mainly  by  incised  detail  and  not  in  bas 
relief.  The  text  above  the  offering  table  is  essen- 
tially the  same  but  includes  five  bird  heads  instead 
of  two  and  eleven  instead  of  seven  of  the  sign  for 
thousand.  The  text  pertaining  to  the  official 
reads:  'The  sole  companion,  the  lector-priest,  the 
one  venerated,  Khnumhesuf;  for  his  good  name, 
Khnumti."  A  curious  circumstance  is  the  alter- 
nation between  the  name  and  the  good  name: 
the  name  of  the  first  panel  has  become  the  good 
name  of  this  panel,  and  vice-versa.  The  scene  of 
the  five  individuals  occurs  in  the  same  relation  to 
the  offering  list  (fig.  4). 

The  unfinished  and  occasionally  slovenly  work- 
manship of  this  panel  provides  an  instructive 
comparison  with  the  first  panel  in  overall  effect 
and  in  detail.  Of  particular  interest  are  the  traces 


Fig.  6      Copper  ewers  and  basins 

Metropolitan  Museum  of  Art 
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The  scene  just  described  is  the  central  element 
of  the  offering  cult.  It  is  represented  in  the  earliest 
dynasties  and  is  characteristic  of  the  Old  King- 
dom. It  continues,  however,  in  the  Middle  and 
New  Kingdoms  and  to  the  end  of  dynastic  Egypt. 
It  is  well  represented  in  the  niche  stones  of  Dynasty 
2  and  is  the  main  element  of  the  slab  stelae  of 
Dynasty  4. 10 

The  reliefs  of  the  typical  mastaba  tomb  later 
developed  to  an  extraordinary  degree  with  all 
sorts  of  scenes:  the  owner  viewing  the  life  on  his 
estate,  the  bringing  of  offerings,  the  raising  of 
cattle  and  fowl,  dancing  and  games,  the  work- 
shops of  the  craftsmen,  scenes  in  the  marshes 
and  deserts,  mourners  at  the  funeral,  and  a  host  of 
other  subjects.11  At  the  end  of  the  Old  Kingdom 
and  in  the  First  Intermediate  Period  the  many- 
chambered  mastaba  with  its  elaborate  repertory 
of  reliefs  gives  way  to  the  miniature  chapel  or 
naos  represented  by  a  series  of  small  monuments 
such  as  the  one  from  which  the  North  Carolina 
panels  derive. 

To  place  the  North  Carolina  reliefs  in  their 
proper  context  it  is  useful  to  cite  a  stela-chapel  in 
Boston  (Acc.  no.  24.593). 12  Since  it  has  already 
been  described  in  an  excavation  report,  it  is  neces- 
sary to  point  out  only  several  details.  When  it 
was  uncovered,  the  three  elements  were  in  their 
original  position:  the  stela,  the  right  side  wall,  and 
the  left  side  wall  (figs.  7-11).  In  addition  a  fourth 
element  was  preserved:  an  offering  table  which 
formed  the  floor  of  the  stela-chapel.  This  last 
block  was  originally  a  slab  from  the  funerary 
chapel  of  the  wife  of  Mereruka,  the  owner  of  a 
large  mastaba  of  early  Dynasty  6.  These  offering 
tables  are  a  regular  feature  of  the  stela-chapels 
which  were  set  into  or  added  onto  the  small 
mastabas  of  the  late  Old  Kingdom  and  First  Inter- 
mediate Period  at  Sakkara  and  Sakkara  South. 

The  plan  is  typified  by  the  stela-chapel  of  Biu 
at  Sakkara  South  (fig.  12). 13  In  miniature,  so  to 
speak,  they  render  a  selection  of  the  scenes 
which  cover  the  extensive  wall  spaces  of  large 
mastabas  such  as  those  of  Mereruka  and  Ti.  The 
Boston  stela-chapel  was  fashioned  for  a  lady  and 
constructed  in  the  vicinity  of  the  pyramid  of  King 
Teti  of  Dynasty  6.  Henry  G.  Fischer  has  pointed 
out  that  two  similar  stelae  are  securely  dated  in 
the  Herakleopolitan  period  (Dynasties  9,  10)  and 
that  this  date  similarly  applies,  specifically  the 
latter  part  of  Dynasty  10. 14  The  stela  provides  the 
offering    formulae,    titles,    and    name    of  the 


Fig.  7      Stela-chapel  of  Sit-In-Teti  in  situ  Museum  of 
Fine  Arts,  Boston  24.593 


lady.  She  is  shown  before  an  offering  table  in  the 
panel  above  the  door  with  its  drum,  as  well  as 
standing,  four  times.  The  right  panel  preserves 
the  "menu"  completely  and  indicates  the  extent  of 
the  same  element  now  missing  in  the  North  Caro- 
lina panels.  The  five  figures  invoking  the  list  are 
reduced  to  three,  with  the  second  figure  pouring 
a  water  libation  over  the  hands  of  the  kneeling 
first  figure. 

Of  particular  interest  is  the  harp  set  behind  the 
seated  figure  of  the  lady  (fig.  II).15  It  has  a 
human  head  terminal  at  the  top  and  a  lion  head 
terminal  at  the  base.  The  pegs  are  shown  in  relief 
with  the  strings  painted  in  red.  It  is  propped  up  by 
a  wooden  piece  in  the  shape  of  an  ankh  sign.  In 
the  uppermost  of  the  two  lower  registers  is  a  scene 
with  a  bull.  The  first  man  holds  him  by  one  horn 
while  the  bull  licks  the  tether  held  in  the  man's 
other  hand.  Another  rope  around  the  base  of  the 
bull's  horns  crosses  under  his  rear  legs  and  is  held 
by  an  assistant.  The  first  says,  "Control  him,  he  is 
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Fig.  8      Stela  from  Boston  stela-chapel 


Fig.  9      Left  Panel  of  Boston  stela-chapel 


a  sturdy  bull,"  and  the  second  man  replies,  "I  shall 
do  your  pleasure."  The  butcher's  assistant  with  knife 
and  bowl  follows  on  the  right.16  The  lowermost 
register  shows  four  female  offering-bearers.  The 
outcome  of  the  scene  is  shown  on  the  left  panel 
(fig.  9)  with  the  butchers  engaged  in  their  work. 

At  the  same  time,  the  Museum  of  Fine  Arts 
acquired  from  the  Egyptian  Antiquities  Depart- 
ment a  fragment  of  the  left  panel  of  a  similar 
group  (fig.  13). 17  On  the  left  edge  is  a  part  of  a 
vertical  text  reading,  "in  his  good  tomb  (is)  of  the 

necropolis,  the  honored  one  "  The  edge 

faced  the  viewer  of  the  chapel  and  corresponds  to 
the  position  of  the  text  in  the  North  Carolina  panel 
(fig.  5).  This  surface  is  only  occasionally  used  for 
texts  and  scenes.18 

Only  the  traces  of  the  offering  list  remain  at 
the  top  of  the  block,  but  two  registers  are  well 
preserved  with  their  colors  remarkably  intact. 
At  the  left  a  butcher  sharpens  his  knife  with  a 
whetstone  attached  by  a  cord  to  his  waist.  The 
middle  butcher  is  set  at  a  diagonal  above  the 
slaughtered  gazelle  and  kneels  on  the  animal  with 
one  knee  while  turning  back  to  look  at  the  first 


butcher  and  holding  his  knife  prominently  in  the 
left  hand.  Their  assistant  on  the  right  holds  the 
rope  tying  the  animal's  four  legs;  he  wears  only  a 
belt,  under  which  a  whetstone  or  other  object  is 
tucked.  Above  the  middle  figure  is  the  text:  "cut- 
ting out  the  heart."  This  self-contained  scene  is 
narrative  in  scope. 

The  scene  below  consists  of  a  man  bearing 
papyrus  and  lotus  stalks  toward  the  now  missing 
stela,  a  lady  servant  leading  a  calf  and  carrying  a 
basket  on  her  head,  and  a  seated  man  force-feed- 
ing a  duck.  The  style  of  the  relief  and  the  name  of 
the  owner,  possibly  to  be  restored  as  Khe  [ty] ,  indi- 
cate a  Herakleopolitan  date  for  the  panel. 

The  name  of  King  Merykare  of  the  Herakleo- 
politan Period  on  two  of  the  false  doors  from 
Sakkara  (Dynasties  9/10)  indicates  a  date  for  the 
group  after  the  end  of  the  Old  Kingdom.  Elements 
of  these  stela-chapels  are  also  represented  in  the 
collection  of  the  Oriental  Institute  of  the  Univer- 
sity of  Chicago.19  The  quality  of  the  relief  of  the 
better  preserved  of  the  two  panels  in  the  North 
Carolina  Museum  indicates  that  it  may  be  as  early 
as  the  end  of  Dynasty  6  (ca.  2180  B.C.) 
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Fig.  11    Detail  of  Right  Panel 
Boston  stela-chapel 


NOTES 


North  Carolina  Museum  of  Art  Accession  Nos. 
G.  72.2.1-2.  Gift  of  the  James  G.  Hanes  Memorial 
Fund.  Left  (south)  panel,  with  seated  man  facing 
left:  height  60.5  cm.,  width  at  top  47  cm.,  at  bottom 
50  cm.  Right  (north)  panel,  with  seated  man 
facing  right:  height  54.5  cm.,  width  at  top  and 
bottom  48  cm. 

MFA  Accession  No.  24.593.  Purchased  from  the 
Egyptian  Antiquities  Service.  Published  in  Cecil 
M.  Firth  and  Battiscombe  Gunn,  Excavations  at 
Sakkara:  Teti  Pyramid  Cemeteries,  Cairo,  Service 
des  Antiquites  d'Egypte,  1926,  Vol.  1,  pp.  4,  38, 
185-186,  203-204,  Vol.  II,  pis.  20C,  D;  21  A  C. 
Dimensions  of  stela:  117.5  x  80  x  10  cm.;  north 
wall:  118  x  55.5  x  8  cm.;  south  wall:  83.5  (pre- 
served) x  55  x  7  cm.  For  a  discussion  of  the  stela- 


chapels  of  this  period,  see  Jacques  Vandier, 
Manuel  d'archeologie  egyptienne,  Tome  II,  Les 
grandes  epoques,  L 'architecture  funeraire,  Paris, 
1954,  pp.  432-435,  with  references  cited  there.  See, 
in  particular,  Gustave  Jequier,  Fouilles  a  Saqqarah, 
Tombeaux  de  particuliers  contemporains  de  Pepi 
II,  Cairo,  Service  des  Antiquites  de  l'Egypte,  1929, 
94-101.  figs  109-116. 
3.  It  appeals  that  this  column  has  been  cut  in  modern 
times  to  make  the  block  lighter  fo  transportation. 
It  contained  the  name(s)  of  the  owner  of  the  stela- 
chapel  and  the  title  conventionally  translated  as 
"overseer  of  the  mysteries  of  the  god's  [words]." 
For  the  order  of  the  signs  see  H.  G.  Fischer.  Den- 
dera  in  the  Third  Millennium  B.C.,  New  York, 
1968,  p.  116,n.  509. 


Fig.  12    Plan  of  stela-chapel  of  Bin  Sakkara 


4.  A  diagrammatic  reconstruction  of  the  table  with 
loaves  is  provided  by  Heinrich  Schafer,  Von 
dgyptischer  Kunst,  4th  ed.,  Wiesbaden,  1963,  p. 
175,  fig.  160. 

5.  Sets  of  ewers  and  basins  have  occasionally  been 
found.  Those  illustrated  are  in  the  Metropolitan 
Museum  in  New  York,  accession  nos.  26.2.12-15 
(Rogers  Fund.  1926)  and  26.9.12-13  (Gift  of  Ed- 
ward S.  Harkness,  1926).  Illustrated  by  courtesy  of 
the  Metropolitan  Museum  and  Mrs.  Christine 
Lilyquist,  Assistant  Curator,  Department  of 
Egyptian  Art.  See  William  C.  Hayes,  The  Scepter 
of  Egypt,  Part  I,  The  Metropolitan  Museum  of 
Art,  New  York,  195.'!.  p.  120,  fig.  74. 

6.  For  the  title  see  H.  Junker,  Gha  XI,  Vienna,  1953, 
p.  89.  For  the  names,  see  H.  Ranke,  Die  dgyptischen 
Personennamen,  Vol.  I,  276.5  and  276.18.  The 
"good  name"  is  probably  to  be  read  as  Khnum- 
hesefwi,  "Khnum  has  favored  me."  An  earlier 
official  with  the  same  name  is  represented  on  a 
false  door  in  Boston:  MFA  Acc.  No.  21.961;  W. 
Wreszinski,  Atlas  zur  altdgyptischen  Kulturge- 
schichte  III,  Leipzig,  1923  .36.  pi.  21.  For  comments 
on  the  idea  of  the  "good  name,"  see  H.  G.  Fischer, 
Dendera  in  the  Third  Millennium  B.C.,  New 
York,  1968,  pp.  76,  90-91. 

7.  The  standard  treatment  of  these  lists  is  found  in 
Winfried  Barta,  Die  altdgyptische  Opferliste  von 
der  Fruhzeit  bis  zur  griechisch-romischen  Epoche, 
Miinchner  Agyptologische  Studien  3,  Verlag 
Bruno  Hessling,  Berlin,  1963. 

8.  The  scene  in  its  several  variations  is  discussed  by  a 
number  of  scholars.  See,  for  example,  A.  H.  Gar- 


diner, in  Journal  of  Egyptian  Archaelogy  24 
(1938),  pp.  87-88;  Nina  de  G.  Davies  and  A.  H. 
Gardiner,  The  Tomb  of  Amenemhet,  London, 
1915,  pp.  93-94;  and  Luise  Klebs,  Die  Reliefs  des 
alten  Reiches,  Heidelberg,  1915,  p.  138.  Gardiner 
and  others  surmise  the  last  rite  to  refer  to  the 
sweeping  out  of  the  chamber  by  the  officials 
leaving  it,  whereby  the  traces  of  their  footsteps 
were  removed.  Recently  H.  Altenmiiller  has  rein- 
terpreted the  rite  as  the  bringing  of  offering  water, 
the  broom  in  this  case  being  fashioned  from  an 
aromatic  plant  which  perfumed  the  chamber;  see 
Journal  of  Egyptian  Archaeology  57  (1971),  pp. 
146-153.  The  odor  served  to  exorcise  the  hostile 
spirits. 

9.  On  the  technique  of  carving  reliefs,  see  W.  Ste- 
venson Smith,  A  History  of  Egyptian  Sculpture  and 
Painting  in  the  Old  Kingdom,  2nd  ed.  Cambridge, 
1949,  pp.  244-272;  Caroline  Ransom  Williams,  The 
Decoration  of  the  Tomb  of  Per-neb,  The  Technique 
and  Color  Conventions,  The  Metropolitan  Museum, 
Department  of  Egyptian  Art,  Vol.  Ill,  New  York, 
1932. 

10.  See,  for  example,  W.  Stevenson  Smith,  The  Art 
and  Architecture  of  Ancient  Egypt,  Penguin  Books, 
Baltimore,  1958,  pis.  13-14  (Dynasty  2),  39  A  (Dy- 
nasty 4). 

11.  For  a  well  known  mastaba  with  extensive  scenes, 
see  University  of  Chicago,  Oriental  Institute: 
Sakkarah  Expedition,  The  Mastaba  of  Mereruka, 
2  vols,  Chicago,  1938. 

12.  See  references  in  n.  2  above. 
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Fig.  13    Left  Panel  of  stela-chapel  of  Khety 
Museum  of  Fine  Arts,  Boston  24.594 


13.  Redrawn  by  Miss  Suzanne  Chapman  from  Jequier, 
Tombeaux  de  particuliers,  p.  98,  fig.  113;  for  the 
relation  of  the  stela-chapel  to  mastaba  N  IV,  see 
Jequier,  op.  cit.,  p.  95,  fig.  109. 

14.  Artibus  Asiae  22  (1959),  p.  250,  n.  12. 

15.  For  some  Old  Kingdom  harps,  see  W.  Wreszinski, 
op.  cit.,  pis.  2,  5. 

16.  The  scene  is  described  and  the  texts  translated  in 
Firth  and  Gunn,  op.  cit.,  Vol.  I,  pp.  203-204.  The 
detail  is  illustrated  by  H.  G.  Fischer,  Artibus  Asiae 
22  (1959),  fig.  8  following  p.  240.  For  comments  on 
the  butcher's  profession, see  H.  G.  Fischer,  Orientalia 
29  (1960),  168-190. 

17.  MFA  accession  no.  24.594,  W.  Wreszinski,  op.  cit., 
pi.  94  C,  pp.  198-199. 


18.  The  most  developed  version  of  the  use  of  this  sur- 
face is  that  Jequier,  Tombeaux  de  particuliers, 
fig.  116,  in  which  the  edge  of  the  block  has  four 
vertical  columns  of  text  and  a  representation  of  the 
owner  with  his  staves  standing  and  facing  toward 
the  opening  of  the  chapel. 

19.  For  this  information  I  am  indebted  to  Dr.  Henry  G. 
Fischer,  Wallace  Curator  of  Egyptology  at  the 
Metropolitan  Museum  of  Art.  There  are  also  two 
side  panels  in  the  Metropolitan  Museum  illustrated 
and  discussed  in  William  C.  Hayes,  The  Scepter  of 
Egypt,  Part  1,  pp.  145-147,  figs.  87-88.  These  are 
clearly  to  be  assigned  to  the  Herakleopolitan 
period  and  lack  the  sophistication  of  the  better  of 
the  two  North  Carolina  panels. 
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Fig  1       Antonio  Canova  (Italian,  1757-1822) 
Hercules  and  Lichas 
Bronze;  h.  16 >/>" 

Gift  of  Wake  County  Auxiliary  of  the  North 

Carolina  Medical  Society 
G.68.3.1 
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The  Placement  of  Canova's  Hercules  and  Lichas 
in  the  Palazzo  Torlonia0 


by  Philipp  Fehl 
The  University  of  Illinois  at  Urbana:Champaign 


The  North  Carolina  Museum  of  Art  is  fortunate 
in  owning  a  rare  cast  in  bronze  of  Canova's  only 
known  and  now  lost  bozzetto  for  his  Hercules  and 
Lichas  (fig.  1).  The  finished  work  of  art  is  a  stat- 
uary group  of  collossal  size  (3.50  meters — almost 
eleven  and  one-half  feet).  It  was  complete  in  plas- 
ter in  1796  but  it  was  not  until  1811 — fifteen  years 
later — that  Canova  received  the  commission  to 
execute  it  in  marble.  His  patron  was  the  Marchese — 
later  Prince — Giovanni  Raimondo  Torlonia,  a 
banker  and  self-made  man  who  then  easily  passed 
as  the  richest  man  in  Rome. 1 

As  I  suggested  in  an  earlier  article  in  this  Bulletin 
our  understanding  of  this,  perhaps  Canova's  most 
difficult  work,  is  much  enhanced  when  we  realize 
that  it  has  two  favorite  views  which  present  them- 
selves in  a  calculated  contrast  of  opposites.2  One 
view  is  entirely  in  the  terms  of  the  circular  motion 
which  animates  the  entire  group  and  leads  to  the 
imminent  climax  of  the  action  in  which  Hercules, 
in  the  fury  of  the  pain  which  grips  him,  hurls 
Lichas  far  out  into  the  sea  to  perish.  This  view  is 
made  particularly  clear  in  the  bozzetto.  The  other, 
a  necessary  prelude  to  that  which  brings  horror  to 
life  in  swift  and  unalterable  progress,  presents  the 
group  in  its  relief  aspect  and  is  static,  exactly  in  the 
manner  in  which  the  frieze  compositions  on  the 
metopes  of  Greek  temples  used  to  be  interpreted 
in  Canova's  time  (and  often  still  are  today).  This 


view  monumentalizes  the  event  and  holds  its 
progress  in  suspense.  It  is  at  once  a  dramatic 
overture  and  a  fitting  epilogue  for  the  contempla- 
tion of  the  work  in  its  desperate  and  frightening 
action. 

After  its  completion  in  1812  (or  1815)  the 
marble  group  was  brought  to  the  Palazzo  Torlonia 
on  the  Piazza  Venezia  in  Rome  where  it  was  dis- 
played in  a  gallery  designed  expressly  for  this  pur- 
pose by  Canova  himself.3  The  building  was  the  old 
and  stately  Palazzo  Bigazzini-Rolognetti  of  which 
Carlo  Fontana  has  been  named  as  the  architect.4 
Torlonia  purchased  it  in  1807  and  so  extensively 
remodelled  it  and  furnished  it  with  works  of  art 
that  it  quickly  became  one  of  Rome's  most  extra- 
ordinary and  elegant  residences. 

In  1901  the  palazzo  was  razed.  It,  together  with 
a  number  of  other  remarkable  buildings,  fell  victim 
to  the  reorganization  of  the  Piazza  Venezia  which 
was  undertaken  to  make  room  for  and  eventually 
to  allow  a  better  view  of  the  monument  to  Vittorio 
Emanuele  II  which  now  towers  above  the  square 
and,  indeed,  over  the  better  part  of  Rome.5 
Canova's  statute  was  moved  repeatedly  after  it 
lost  its  original  home  and  is  now  displayed  in  the 
singular  loneliness  of  a  stark  modern  setting  in 
Rome's  Gallery  of  Modern  Art.6 

A  look  at  an  old  photograph  which  shows  the 
"Hercules  and  Lichas"  still  in  place  at  the  Palazzo 
Torlonia  (fig.  2)  shows  that  Canova  had  taken 
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care  that  the  complexity  of  the  work  was  echoed — 
and  its  recognition  advanced — by  the  design  of  the 
gallery.  A  visitor  entering  the  gallery  of  necessity 
obtained  a  first  view  of  the  statuary  group  that 
impressed  him  with  the  great  silence  of  its  classical 
outline.  As  he  came  closer  the  construction  of  the 
apsis  in  which  it  stood  invited  him  to  see  the  work 
in  the  round  also  and  eventually  to  walk  around  it, 
to  see  and  feel  the  immensity  of  its  animation  and 
to  be  moved  by  the  drama  of  the  action.  The  sen- 
sations of  pity  and  fear  must  then  have  worked 
upon  the  sympathetic  viewer  to  the  fullest,  but 
still  he  was  not  deprived  of  consolation.  The  apsis 
also  surrounded  the  group  with  the  festive  shelter 
of  its  decoration.  As  the  work  came  to  life,  so  it 
also  remained  on  the  stage  of  art. 

The  acquisition  of  Canova's  statute  was  an 
event  of  consequence  in  the  life  of  the  Torlonia 
family  as  we  can  see  from  a  painting  celebrating 
the  occasion  by  Filippo  Agricola  (fig.  3).  The 
sculptor  in  full  evening  dress,  but  pencil  in  hand, 
stands  gently  embarrassed,  yet  pleased  with  the 
success  of  his  work  before  the  admiring  Marehese 
Torlonia  and  his  wife.  They  are  at  once  genial  and 
awed  as  it  becomes  people  of  influence  in  the 
presence  of  a  great  man  and  his  work.  Two  of 
their  children,  innocently  moved,  rejoice  in  hold- 
ing up  Canova's  presentation  drawing  of 'Hercules 
and  Lichas.'  There  are  three  construction  lines  on 
the  drawing.  The  scene  suggests  that  Canova 
placed  them  there  that  veiy  moment,  perhaps  in 
order  to  demonstrate  a  proportional  relationship 
between  the  figure  and  the  niche  in  which  he  was 
proposing  to  place  the  statue,  or  to  show  how  the 
figure  would  look  against  the  lozenge  shape 
pattern  with  which  that  niche  eventually  was 
decorated  (fig.  2). 

A  comparison  of  Canova's  original  plan  for  the 
gallery  of  Hercules  and  Lichas  in  the  Museo  di 
Roma  (fig.  4)  with  the  ground  plan  of  the  piano 
nobile  of  the  palazzo — showing  the  full  length  of 
the  gallery  as  it  was  actually  built — (fig.  5)  indi- 
cates a  number  of  changes  which  were  made  in 
the  final  execution  of  the  work. 

Canova's  drawing  produces  a  structure  which  is 
only  somewhat  less  than  one-half  the  length  of  the 
gallery  as  built,  yet  maintains  the  basic  plan  and — 
within  certain  limits — the  realization  of  the  same 
effect.  The  project  originally  was  thought  of  as  a 
tempietto  for  the  statuary  group  rather  than  a  full- 


length  gallery.7  The  design  is,  in  fact,  an  adapta- 
tion of  the  cella  of  the  Temple  of  Venus  and  Rome 
and  quotes  the  form  and,  in  the  finished  work,  the 
ceiling  ornamentation  of  its  apsis  (fig.  6)  as  well.8 
It  is  probable  that  Canova  chose  to  elongate  the 
cella  of  his  tempietto  as  much  as  the  then  prevail- 
ing conditions  of  the  interior  structure  of  the 
Palazzo  Torlonia  allowed. 

The  view  of  the  sculpture  shown  in  our  photo- 
graph (fig.  2)  closely  approximates  the  view 
Canova  must  have  intended  for  a  visitor  entering 
the  tempietto  by  its  principal  door. 

The  long  range  view  of  the  statue  was,  of 
course,  extended  by  the  building  of  the  gallery  but 
as  a  rule  visitors  gained  access  to  the  gallery  by 
a  planned  route  which  led  from  the  hall  of  stairs 
through  the  door  "A"  (fig.  5,  on  the  right)  through 
one  of  three  sumptuously  decorated  galleries 
around  an  inner  courtyard  ("E"  or  "B",  "C",  "D") 
and  so  entered  the  gallery  of  Hercules  and  Lichas 
("F").9  Upon  turning  left  the  visitor  very  nearly 
had  the  same  first  view  of  the  statuary  group  ("G") 
which  Canova  had  intended  for  the  visitor  to  his 
tempietto.  The  niches  in  the  long  walls  of  the 
gallery  though  already  empty  in  our  photograph 
contained  statutes  of  the  twelve  great  gods  of  the 
Greek  pantheon  which  are  made  for  the  purpose 
by  a  number  of  modern  artists,  probably  on  the 
advice  of  Canova.10 

At  the  end  opposite  to  the  statuary  group  the 
gallery  could  be  entered  through  a  great  door.  On 
the  interior  this  door  was  covered  with  plate  glass 
mirrors,11  so  that  when  the  door  was  closed  the 
gallery  appeared  doubled  in  length  and  visitors 
would  see  the  same  Hercules  group  twice,  one 
real,  the  other  a  reflection  and  moving  in  the 
opposite  direction.  At  receptions  and  parties,  for 
which  Torlonia  was  quite  famous,  the  effect  must 
have  been  at  once  as  dazzling  and  ludicrous  as  it  is 
described  in  the  passage  from  Stendhal's  Prome- 
nades dans  Rome  which  is  here  added  in  the 
Appendix,  and  far  removed  from  the  quietude  and 
privacy  of  the  tempietto  Canova  had  planned. 

It  is  not  known  to  what  extent  Canova  was  con- 
sulted on  this  elaboration  of  his  project.  It  is  not 
likely  that  he  could  have  cared  much  for  the 
gratuitous  repetition  of  his  work  with  the  help  of 
mirrors  or  the  frigid — if  weirdly  playful— symmetry 
of  accents  of  horror  which  they  imposed  upon  the 
gallery.  There  was  a  considerable  luxe  in  the  use 
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Fig.  ,'i  Filippo  Agricola,  "Antonio  Canova  presenting 
his  design  for  the  gallery  of  Hercules  and 
Lichas  to  the  Marchese  Giovanni  Raimondo 
Torlonia  and  his  family,"  Museo  di  Roma, 
Rome. 


of  minors  all  over  the  Palazzo  Torlonia.  The 
gallery  of  Hercules  and  Lichas  may  therefore 
have  just  naturally  come  to  share  in  this  abundance 
of  reflections.  Certain  it  is,  however,  from  a  con- 
sideration of  his  drawing  (fig.  4,  middle  row,  left) 
that  Canova  intended  from  the  first  the  perfectly 
modern  glass  and  iron  construction  of  the  lantern 
over  his  dome  which,  as  long  as  the  gallery  stood, 
at  once  protected  his  statue  and  bathed  it  in  a  well 
circumscribed  halo  of  daylight.12 


Appendix  I 

Stendhal  in  the  Gallery  of  Hercules  and  Lichas. 

The  following  text  is  translated  from  Stendhal's 
Promenades  dans  Rome  which  first  appeared  in 
Paris  in  September,  1829.13  In  the  introduction 
Stendhal  claims  (though  somewhat  tongue  in 
cheek)  that  he  had  been  to  Rome  six  times,  the 
first  time  in  1802,  that  he  had  begun  writing  a 
diary  of  his  walks  in  Rome  in  1817  and  that  he  had 
corrected  his  entries  and  added  new  ones  at  each 
new  visit. 

The  facts  are,  however,  that  while  he  indeed 


had  been  to  Rome  several  times  and  loved  it,  the 
introduction  to  his  book  as  well  as  the  whole 
system  of  its  presentation  are  a  fiction.  Stendhal 
wrote  the  entire  book  in  ten  months,  from  1828  to 
March  1829,  chiefly  using  guide  books  and  notes 
supplied  to  him  by  his  cousin  Romain  Colomb  as 
his  sources  of  reference.  It  is  therefore  now  on 
occasion  supposed  that  his  accounts  must  not  be 
taken  seriously. 

The  excerpt  printed  below  shows  that  Stendhal 
remembered  very  well,  and  in  better  detail  than 
any  guidebook  he  might  have  used  could  have 
provided,  what  he  saw  when  he  visited  the  gallery 
of  Hercules  and  Lichas.14  This  does  not  mean,  of 
course,  that  it  is  likely  that  he  actually  ever  came 
near  enough  to  the  Prince  Torlonia  to  hear  him 
tell  the  tasteless  story  he  reports  with  such 
macabre  success  or,  for  that  matter,  that  Torlonia 
ever  told  such  a  story  or  engaged  in  the  action 
alleged. 

It  is  much  more  likely  that  the  story  is  one  of 
those  tales  gossip  makes  up  about  the  unpopular 
rich  to  whose  parties  society  throngs  only  to 
vituperate  the  host  afterwards.  Nasty  stories  cir- 
culating about  Torlonia  were  legion.  Stendhal 
probably  chose  one  he  found  particularly  pictur- 
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esque  and  suitable  for  lending  an  air  of  authen- 
ticity to  the  fiction  of  his  book  which,  in  turn, 
permitted  him  to  recreate  so  vividly,  with  the 
accuracy  of  a  true  poet,  the  memory  of  his 
encounter  with  the  world  of  Rome.15  (The  pre- 
tended date  of  the  diary  entry  for  his  visit  to  the 
Palazzo  Torlonia  is  December  11th,  1827.) 


From  Stendhal's  Promenades  dans  Rome 

Across  the  way  [from  the  Palazzo  Venezia]  is 
the  palace  of  Signor  Torlonia,  Duke  of  Bracciano, 
where  we  went  to  a  ball  this  evening.*  Signor 
Torlonia  raised  himself  by  his  own  skills  from  a 
most  ordinary  position  in  society  to  the  most 
brilliant.  The  exclusive  love  of  money,  if  I  am 
right,  spoils  the  human  face.  The  mouth  of  the 
rich  above  all,  which  lacks  all  sense  of  sympathy, 
is  often  hideously  ugly.  It  is  interesting  to  listen 
to  Signor  Torlonia  when  he  speaks  of  the  rivalry 
of  the  young  princes  of  Rome  who  asked  him  for 
the  hand  of  his  daughters.  There  is  a  certain 
naivete  in  his  boundless  respect  for  money.  For 
more  than  ten  years  he  has  not  dared  to  live  in 
the  palace  in  which  the  dance  was  held  this  even- 
ing because  a  fortune  teller  had  predicted  that  he 
would  die  the  first  night  in  which  he  would  go 
to  bed  there. 

Here  one  finds  the  most  deeply  rooted  super- 
stitions. Nothing  can  be  more  natural  since 
everybody  here  studies  theology  which  is  the 
gateway  to  everything  while  the  natural  sciences 
lead  to  prison.  Signor  Torlonia  is  the  banker  of  all 
the  English  that  come  to  Rome  and  he  makes 
enormous  profits  by  paying  Roman  currency  for 
their  pound  sterling.  Every  winter  is  enlivened  by 
a  new  story  in  which  are  featured,  on  the  one 
hand,  the  stinginess  of  the  cool  and  collected 
banker,  and  on  the  other  the  great  outburst  of 
anger  of  some  rich  Englishman  who  complains  of 
the  rate  of  exchange.  In  return,  Signor  Torlonia 
gives  charming  balls  for  his  clients,  the  entiy  to 
which  would  not  be  paid  for  too  dearly  at  40 
francs  per  person.  On  such  a  day  he  is  no  longer 
a  miser. 


The  four  wings  surrounding  the  courtyard  of 
his  palace  contain  a  magnificent  gallery  and 
several  connecting  large  salons  in  which  one 
dances.  The  best  painters  among  the  living, 
Messers  Palaggi,  Camuccini,  and  Landi,  have  de- 
corated them  with  paintings.  A  salon  has  been 
constructed  to  display  suitably  the  famous  colossal 
group  by  Canova,  "Hercules  in  his  Fury  Hurling 
Lychas  into  the  Sea."  When  there  is  a  ball  this 
group  is  illuminated  in  a  picturesque  way,  the 
lights  being  concentrated  at  points  which  were 
indicated  by  Canova  himself.  The  receptions  of 
Signor  Torlonia  are  more  beautiful  and  better 
managed  than  those  of  the  majority  of  the  sovereigns 
of  Europe.  There  is  for  example,  always  a  large 
crowd  and  yet  there  is  never  a  press  of  people.  Do 
you  notice  in  the  midst  of  the  groups  composed  of 
the  most  beautiful  women  of  England  and  Rome 
a  little  old  man  with  a  restless  look  who  is  dressed 
in  a  white  waistcoat  that  is  too  long?  That  is  the 
master  of  the  house.  Without  doubt  he  is  telling 
foreigners  an  anecdote  of  his  domestic  economy. 
For  example,  that  little  Portuguese  gentleman  with 
the  nicely  coiffed  head  and  sparkling  wit,  Count 
de  F000  admired  just  a  moment  ago  the  magnifi- 
cent mirrors  which  are  hung  facing  the  Hercules 
of  Canova.  Signor  Torlonia  gives  notice  of  an 
anecdote.  His  guests  circle  about  him  and  he 
enters  upon  all  the  details  of  a  clever  ruse  which 
he  employed  in  order  to  obtain  a  discount  of  five 
percent  from  the  mirror  dealers  of  Paris. 

He  dressed  even  worse  than  usually,  and  his 
physiognomy  took  on  a  still  more  miserable  and 
more  Jewish  look  and,  in  this  disguise,  he  presented 
himself  to  the  dealers  of  Paris  and  told  them  that 
he,  a  poor  mirror  maker  of  Rome,  had  been  com- 
missioned by  that  Italian  banker  who  was  so 
avaricious,  the  famous  Torlonia,  to  buy  mirrors  in 
London  or  Paris.  He  offered  to  pay  cash.  "That  is," 
the  millionaire  continued  triumphantly,  "how  I 
pulled  off  a  discount  of  five  percent  from  the 
lowest  price  I  could  have  obtained,  had  I  presented 
myself  under  my  own  name.  That  discount  of  five 
percent  amounted  to  quite  a  tidy  sum!"  And  the 
little  eyes  of  the  banker  shine  with  joy  and,  for  a 
moment,  lose  their  restlessness. 


*  This  rich  banker  is  no  more.  He  closely  followed 
to  his  tomb  a  man  who  was  as  hated  as  he  himself  was 
envied.  Leo  XII  died  on  February  12th  [actually 
February  10th,  1829]  and  Torlonia  on  the  28th. 
Father  Fortis,  the  famous  general  of  the  Jesuits,  pre- 
ceded them  by  but  a  few  days  [Stendhal's  note] . 
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Appendix  II 

"Washington"  and  "Hercules  and  Lichas"  in 
Canova's  studio:  a  description  by  Stendhal? 

For  a  number  of  years  Stendhal  regularly  con- 
tributed essays  and  notes  to  British  journals. 16 
These  works  appeared  in  English  translations 
only;  the  French  originals  are  lost.  In  keeping  with 
a  common  practice  of  the  time  these  contributions 
are  in  some  instances  marked  by  initials  (which 
in  the  case  of  Stendhal  who  cherished  secrecy  do 
not  necessarily  provide  a  clue  to  the  authorship) 
or  they  are  not  signed  at  all.  There  is,  in  conse- 
quence, a  profusion  of  essays  in  English  which  are 
likely  candidates  for  inclusion  in  Stendhal's 
oeuvre.  Since  these  are  inevitable  translations, 
Stendhal  scholars  have  been  justifiably  reluctant 
to  acknowledge  such  essays  as  Stendhal's  own  for 
considerations  of  style  only.  Even  the  repetition  of 
certain  telling  phrases  or  seemingly  unique  ideas 
which  we  know  from  Stendhal's  established 
oeuvre  cannot  be  considered  a  reliable  test  of 
authenticity. 

Stendhal  marvellously  mixed  up  his  clues — not 
so  much  on  purpose  as  from  a  rather  gallant  habit 
of  working  when  he  wrote  for  money.  In  his 
Promenades  dans  Rome,  for  example,  he  includes 
large  passages  which  are  lifted  almost  verbatim 
from  guide  books,  historical  works,  eyewitness 
accounts  and  travellers'  notes — without  letting  us 
know  that  he  shifts  from  narration  to  copying — 
and  then  shifts  back  ingeniously  to  a  most  per- 
sonal style  and,  sometimes  by  changing  only  a 
few  words  in  the  end  of  an  account,  expresses 
with  splendor  and  intrinsic  accuracy  what  the 
poor  authority  whom  he  was  plundering  had  been 
trying  to  say  all  along  but  found  himself  unable 
to  name,  tongue-tied  among  his  many  footnotes. 

His  work,  in  such  circumstances,  is  a  walk — or 
leaping  run,  really — on  a  tight  rope  stretched 
between  the  need  to  cover  a  great  many  pages 
with  words  for  print  and  the  love  of  the  highest 
truth  (which  ever  can  be  touched  in  paradoxes 
only),  a  fireworks  of  imposture  where  plagiarism 
becomes  an  element  of  artistic  creativity,  a 
thievery  that  is  a  sort  of  magic  that  is  all  tricks 
("look,  no  hands!")  to  which,  without  our  being 
told,  our  connivance  is  invited.  And  behind  it, 
in  a  darkness  we  cannot  penetrate  but  feel  is 
the    artist's    readiness    to    commit    suicide,  to 


plunge  into  the  freest  fall  of  all,  not  out  of  remorse 
but  as  an  act  of  lonely  daring.  It  is  an  invisible 
gesture  which  keeps  us  in  awe  while  we  are 
being  teased. 

With  a  scrupulous  sense  of  impartiality,  Stend- 
hal included  the  very  journals  to  which  he  was 
contributing  essays  in  English  among  the  sources 
he  plundered  for  the  Promenades  dans  Rome  and, 
no  doubt  with  a  mischievous  relish,  he  counted 
the  articles  he  himself  had  written  among  the 
spoils.  And  one  more  turning  of  the  screw:  A 
French  magazine,  the  Revue  Britannique  which 
appeared  in  Paris  frequently  translated  for  its  own 
profit  pieces  from  the  English  journals,  including 
Stendhal's  anonymous  articles.  Stendhal,  in  turn, 
plundered  the  Revue  Britannique  and,  when  it 
suited  him,  he  got  his  own  back — in  a  tranlsation 
from  a  translation  of  his  French  original  that  never 
was  printed — and  turned  it  into  gold  (in  both 
senses  of  the  word)  once  more. 

A  case  in  point  may  be  the  characterization  of 
the  banker-prince  Torlonia  in  the  Promenades 
dans  Rome  which  appears  in  our  Appendix  I. 
Stendhal,  in  all  likelihood  bases  his  account  on  an 
article  in  the  Revue  Britannique  which  in  turn 
was  lifted  from  the  New  Monthly  Magazine  for 
1829. 17  It  appears  there  as  an  anonymous  article 
"Roman  Society — the  Roman  Princes,  etc."  in 
the  series  "Walks  in  Rome  and  its  Environs"  (no. 
XVIII).  Now  we  know  that  from  1822  to  1829 
Stendhal  was  a  frequent  contributor  to  the  New 
Monthly  Magazine  and  it  is  now  considered  proven 
that  among  other  accepted  works  he  contributed  to 
it  a  number  of  "Letters  from  Rome."18 

No  such  proof  seems  to  exist  for  his  authorship 
of  the  "Walks  in  Rome"  or  of  parts  of  that  series  but 
since  there  are  a  number  of  correspondences  (in- 
cluding the  very  titles  of  the  works)  between  it 
and  the  Promenades  the  possibility  of  Stendhal's 
authorship  cannot  be  denied.  As  far  as  Torlonia 
is  concerned,  I  for  one,  find  his  mean  character  as 
interestingly  and  vividly  portrayed  in  the  "Walks 
in  Rome"  as  in  the  Promenades  (Could  life  ever 
produce  a  figure  so  stageworthy  as  this  complac- 
ently vulgar  and  yet  passionately  grand  and  rest- 
less miser?)  and  am  therefore  tempted  to  assume 
that  Stendhal  let  his  eyes  roam  over  quite  a  hor- 
izon of  imposture  when  he  picked  up  the 
Revue  Britannique,  recognized  the  traces  of  his 
own  earlier  fabrication,  and  decided  then  and  there 
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Fig.  4      Canova's  design  for  the  gallery  of  Hercules  and 
Lichas,  Museo  di  Roma,  Rome. 


to  compete  with  himself  by  attending  a  ball  at  the 
palace  of  the  prince  Torlonia  in  Rome  without 
ever  leaving  his  writing  room  in  Paris. 

There  are  a  number  of  essays  in  the  series 
"Walks  in  Rome  and  its  Environs"  which  are  well 
worth  reading  for  the  lover  of  art,  whether  or  not 
they  are  by  Stendhal.  Among  them  I  found  parti- 
cularly affecting  as  well  as  instructive,  with  many 
echoes  of  them  in  the  Promenades,  the  reports  on 
"St.  Peter's,"  "St.  Paul  Without  the  Walls"  and 
"The  Ghetto."  Quite  remarkable  for  a  ready 
imaginative  responsiveness,  independence  of  judg- 
ment, a  lively  concern  for  the  sculptor's  techniques 
and  a  nervous  splendor  of  the  turn  of  phrase,  are 
the  essays  on  "Thorwaldsen"  and  "Canova."19 


Neither  of  these,  as  far  as  I  know,  have  been  noted 
in  the  relevant  art  historical  literature.  For  the 
essay  on  Canova  I  believe  a  good  and  quick  plea 
can  be  made  for  its  inclusion  among  the  works  of 
Stendhal.  It  purports  to  describe  a  visit  to  Canova's 
studio  but  it  is  rather  evident  that  the  writer  had 
before  him  a  collection  of  engravings  after  Canova's 
work  and  used  it  together  with  other  works  on  the 
art  of  Canova  as  an  aide-memoire.  There  can  be 
on  the  other  hand  no  doubt  but  that  he  must 
have  been  at  the  studio  at  least  once  and  that  the 
impression  he  received  was  vivid. 

As  we  can  see  even  from  the  two  short  excerpts 
given  below,  the  text  must  have  been  written  by 
a  person  whose  English  was  elegant  but  somewhat 
wanting  or,  more  likely,  it  is  a  quick  translation, 
indifferent  to  the  finer  points  of  intelligibility.  Of 
Hercules  in  "Hercules  and  Lichas"  the  author 
says  or  is  made  to  say  "you  see  him  grasping  at  a 
ball,  but  the  ball  escaping  from  his  grasp,"  but 
this  makes  no  sense  in  context.  He  must  have 
had  in  mind  an  idiom  in  a  foreign  language. 
French  as  well  as  Italian  intrude  into  the  text 
quite  often:  "The  drapery  and  the  apple"  we  read 
of  "Paolina  Borghese  as  Venus  Victrix"  .  .  .  are 
supposed  to  be  an  afterthought,  but  they  do  not 
bear  the  outward  seeming  of  an  improvement  or 
a  Yepentir'."20  A  person  writing  in  English  on 
Italian  art  would  here  more  readily  have  used  the 
Italian  word  pentimento.  And  the  genius  on  the  tomb 
of  Pope  Clement  XIII  in  St.  Peter's  "is  ennuye, 
rather  than  melancholy;  he  looks  blaze  and 
beautiful,  and  that  is  all.  But  who  would  not  for- 
give a  thousand  defects  for  the  admirable  Lions?"21 

One  could  heap  examples  in  which  sentiments 
regarding  Canova's  art  correspond  to  those  en- 
countered in  Stendhal's  established  oenvre  but, 
perhaps,  not  to  much  avail.  There  are  others 
again  which,  interestingly,  contradict  them.  These, 
in  turn,  might  be  as  much  a  confirmation  of 
Stendhal's  authorship  as  it  may  be  its  denial, 
since  Stendhal  did  not  feel  obliged  to  be  neat  in 
his  consistency.  I  do  think,  however,  that  a  tell- 
tale comment  appears  in  the  author's  description 
of  the  Venus  in  Canova's  "Venus  and  Adonis." 
"Here,"  he  says,  "the  physical  is  purified  by  the 
ideal;  there  is  sentiment  not  sentimentalism 
(Bernini  would  have  given  the  latter.),  devotion 
earnestness,  elevation,  and  some  approaches 
(abstractions  made  of  the  personages  of  fable)  to 
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the  delicacies  and  dreaminess  of  the  'amour 
passion' ."22  Who,  in  the  circumstances  obtaining, 
but  the  author  of  De  V Amour  would  have  used  this 
sublimely  technical  term  to  praise  a  statue  by 
Canova?  To  be  sure  Stendhal's  poetical  physiology 
of  love  had  been  published  some  years  earlier  but 
it  was  not  a  success  and  a  reference  to  its  highest 
standard  as  if  it  were  a  generally  accepted  one 
can  hardly  be  expected  of  anyone  but  the  author 
or  one  of  his  intimates.23 

If  I  am  right  then  we  have  here,  in  a  fully 
developed  essay,  Stendhal's  reflections  on  a  visit 
to  Canova's  studio  of  which  he  speaks  in  a  diary 
entry  of  1811.  We  read  in  a  transcript  of  the  diary 
that  he  instructed  the  copyist  to  leave  three 
pages  blank  directly  following  the  entry,  evidently 
because  he  wanted  to  expand  the  text — but  he 
never  did.24  The  essay  would  also  be  the  closest 
we  could  come  to  the  book  on  Canova  which 
Stendhal  repeatedly  announced  as  "about  to  be 
published"  but  of  which,  so  far,  not  a  single  line 
has  come  to  light.25 

The  short  entries  which  follow  were  selected 
from  the  essay  here  attributed  to  Stendhal  en- 
tirely for  their  relevance  to  the  two  works  of  art 
by  Canova  which  can  be  seen  in  Raleigh.  The 
contents  of  Canova's  studio — chiefly  finished  full- 
sized  models  in  plaster  from  which  the  marble 
statues  were  copied  by  assistants  and  then 
finished  by  Canova — are  now  in  the  Gipsoteca  in 
Possagno,  Italy.26  Among  them  is  the  model  for 
Canova's  "Washington"  from  which  were  derived 
both  Canova's  original  statue  for  the  State  House 
in  Raleigh  which  was  destroyed  in  the  fire  of  1831 
and  its  recent  replacement.  The  description  of  the 
statue  of  the  incompetent  but  despotic  Ferdinando 
I,  King  of  the  Two  Sicilies  (1751-1825),  clearly 
served  as  a  foil  to  bring  out  better  the  virtues  of 
the  statue  of  Washington,  the  first  among  men 
equally  free,  and  is  therefore  included.27 

"The  'Washington'  is  another  instance  of 
mortaility  divinized.  It  is  something  more  than  the 
mere  fixing  of  a  man  into  marble.  It  is  an  apotheo- 
sis of  his  mind.  Washington  was  no  hero,  but  some- 
thing infinitely  better.  He  did  not  save  America, 
but  he  showed  America  how  she  might  save  herself! 


One  of  the  few  great  men  who  were  contented  to 
be  great  for  their  country  only,  and  who,  founding 
a  State  by  the  mere  force  of  single-hearted  high- 
minded  public  feeling,  had  the  still  greater  glory 
of  knowing  how  to  retire  when  the  mighty  work 
was  done.  He  was  no  genius,  no  orator,  no 
writer;  but  he  was  thoroughly  penetrated  with 
the  consciousness  of  a  great  and  solemn  trust: 
he  was  stamped  with  a  firmness  which  wielded 
and  kneaded  events  to  his  will:  he  was  glowing 
with  an  unextinguishable  devotion  to  liberty; 
beside  which,  the  world,  and  all  that  the  world 
could  proffer,  was  as  dust  and  dross  in  the  scale. 

'To  shape  out  such  faculties  to  the  eye  was  no 
easy  task:  for  an  Italian  it  might  seem  impossible. 
But  Canova  has  cast  into  his  work  all  the  inspir- 
ation of  the  'America  Libera:'  he  has  sculptured 
what  Alfieri  wrote." — The  'Mars  Gradivus,'  or  the 
allegorical  portrait  of  the  late  King  of  Naples,  is  a 
sort  of  domino  for  the  anti-military  figure  and 
face  of  that  bon-vivant  sovereign.  Meleager,  with 
the  head  of  a  wild  boar,  would  have  been  more 
appropriate.  Canova  executed  it  with  a  smile.  The 
statue  is  a  huge,  pillar-like  Caryatid  kind  of  a  con- 
cern, with  a  long  slaty  mantle,  topped,  by  way  of 
capital,  with  a  helmet,  from  under  which  peeps 
out  the  royal  physiognomy  in  all  the  vigour  of  its 
original  ugliness.  The  helmet,  too,  is  Greek — the 
true  Pericles  of  Minerva;  the  armour  such  as  Julius 
Caesar  or  Marcus  Aurelius  would  not  have  dis- 
dained to  wear.  But  riches  will  not  make  an  Helen; 
nor  an  entire  armoury  a  Mars.  Ferdinand  stares 
through  every  part;  the  gross  animal  man  grins 
and  leers  in  every  feature. 

"The  Romans,  who  laugh  (when  they  laugh  at 
all)  at  their  southern  neighbours,  are  delighted  to 
have  this  colossal  amplification  of  'the  beauteous 
Majesty'  of  Naples,  for  exhibition  to  strangers.  The 
Ludovisi  Mars  has  found  a  rival;  and  Pasquin, 
with  a  wicked  sneer  at  the  martial  achievements  of 
the  original,  has  canonized  the  statue,  the  'Marte 
in  Riposo'  of  the  Regno. 

a  o  o 

"...  In  the  next  room  we  return  to  his  original 
works.  The  colossal  'Hercules  and  Lichas'  is  a 
bold  rush  from  his  usual  path.  The  conception  is 
striking  and  fearless,  forcibly,  but  not  fully  ex- 
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pressed.  You  see  him  grasping  at  a  ball  but  the 
ball  escaping  from  his  grasp.  There  is  something 
wanting  which  Michael  Angelo  would  have  sup- 
plied. The  anatomists  find  that  the  muscles  are 
aside,  near,  but  not  quite  where  they  ought  to  be, 
and  the  entire  thus  gives  the  appearance  much 
more  of  an  automaton,  put  together  by  reflection 
and  in  detail,  than  nature  in  the  full  stretch  and 
expiring  agony  of  her  mightiest  powers.  The 
Lichas  is  ingeniously  managed  and  well  conceived. 
Torlonia  has  niched  the  whole,  and  stifled  between 


two  walls  the  force  and  propriety  of  the  fable.28 


*  Particularly  the  fifth  strophe  of  the  fourth  Ode.  "Si 
disser  quelle;  e  Liberta  togliea," — which  is  a  poetical 
compilation  of  all  the  virtues  of  the  great  Republican; 
but  I  doubt  whether  the  feelings  which  animated 
and  regulated  his  whole  political  life  are  anywhere 
better  expressed  than  in  the  prefatory  sonnet  of  the 
"Tirannide." 

"Non  io  percio  da  tin  si  sublime  scopo 
Rimuovei  o  giammai  l'anima,"  etc.,  etc. 


APPENDIX  III 


The  following  units  compose  the  series  "Walks  in  Rome  and  its  Environs"  in  the  New  Monthly 
Magazine: 


I. 

1826,  vol. 

16, 

pp. 

249-256. 

Series  title  only  (First  view  of  Rome;  Piazza  di  Spagna.) 

II. 

1826,  vol. 

16, 

pp. 

470-478. 

Series  title  only  (Piazza  di  Spagna;  Life  in  the  streets; 

Santa  Trinita. ) 

III. 

1826,  vol. 

17, 

pp. 

32-38. 

Series  title  only  (Theatre;  Society.) 

IV. 

1826,  vol. 

17, 

pp. 

322-334. 

Series  title  only   (Antiquities   and  Antiquarians;  The 

Capitol;  Marcus  Aurelius.) 

V1. 

1827,  vol. 

19, 

pp. 

56-60. 

Series  title  only  (A  Roman  Antiquarian:  A  Studio  Visit) 

V2. 

1827,  vol. 

19, 

pp. 

179-183. 

Series  title  only  (Painters  in  Rome;  Conversations.) 

VI. 

1827,  vol. 

19, 

pp. 

228-238. 

"Thorwaltzen  [sic]  the  Sculptor." 

VII. 

1827,  vol. 

19, 

pp. 

470-478. 

"Roman  Society — The  Princess  Borghese,  etc." 

VIII. 

1827,  vol. 

20, 

pp. 

121-131. 

"Roman   Society— Princess   Borghese,   Prince   of  Saxe 

Gotha,  etc.,  etc." 

IX. 

1827,  vol. 

20, 

pp. 

234-245. 

"St.  Peter's." 

X. 

1827,  vol. 

20, 

pp. 

424-433. 

"Roman  Funerals,  etc." 

XI. 

1828,  vol. 

22, 

pp. 

24-35. 

"Roman  Society— The  Ambassadors." 

XII. 

1828,  vol. 

22, 

pp. 

317-325. 

"Roman  Art — Camuccini" 

XIII. 

1828,  vol. 

22, 

pp. 

510-520. 

"The  Forum" 

XIV. 

1828,  vol. 

23, 

pp. 

124-133. 

"Roman  Society — The  Family  of  Spain — Godoy,  Prince 

of  the  peace,  etc.,  etc." 

XV. 

1828,  vol. 

23, 

pp. 

417-424. 

"The  Roman  Theatres" 

XVI. 

1829,  vol. 

25, 

pp. 

26-39. 

"Roman  Art — Canova." 

XVII. 

1829,  vol. 

25, 

pp. 

275-282. 

"Roman  Villas" 

XVIII. 

1829,  vol. 

25, 

pp. 

517-526. 

"Roman  Society — The  Roman  Princes,  etc." 

XIX. 

1829,  vol. 

26, 

pp. 

244-252. 

"San  Paolo  fuori  le  mure  " 

XX. 

1829,  vol. 

26, 

pp. 

529-537. 

"The  Ghetto  degli  Ebrei,  etc." 
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Fig.  5  Andrea  Palladio,  Reconstruction  of  the  Temple 
of  Venus  and  Roma.  From  /  quattro  libri 
dell'architettura,  Venice,  1570,  Vol.  IV,  p.  37, 
("tempii  del  sole,  e  della  luna"). 
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NOTES 


1.  Torlonia  was  of  French  descent.  His  father 
Marino  Tourlonias  (or  Tourlony)  was  a  servant — 
who  also  dealt  in  commerce — in  the  household 
of  Cardinal  Aquaviva.  The  son  acquired  his 
wealth  and  eventually  his  princely  titles  in  the 
uneasy  times  of  the  French  Revolution  and  the 
Napoleonic  wars  which  encouraged  the  quick 
mobility  of  fortunes.  See  Oliviero  Iozzi,  //  Palazzo 
Torlonia  in  Piazza   Venezia  ora  demolito,  Rome, 

1902,  pp.  13-16,  and  Jorgen  Birkedal  Hartmann, 
La  vicenda  di  una  dimora  principesca  Romana: 
Thorvaldsen,  Pietro  Galli  e  il  demolito  Palazzo 
Torlonia  a  Roma,  Rome,  1967,  pp.  11-13. 

2.  The  North  Carolina  Museum  of  Art  Bulletin,  VIII, 
no.  1  (Sept.,  1968),  pp.  3-26.  See  this  article  also 
for  the  necessary  references  to  the  history  of  the 
work. 

3.  The  date  for  the  completion  of  the  work  is  not 
certain.  It  was  probably  1812  and  not  1815  as  is 
more  frequently  stated.  For  details  see  ibid. 
p.  25.  n.  51.  The  construction  of  Canova's  gallery 
may  not  have  been  completed  until  1815  and  the 
finished  work  therefore  would  not  have  been 
revealed  to  the  public  until  that  time.  For  details 
regarding  the  commission  and  the  building  of  the 
gallery  see  Iozzi,  op.  cit.,  pp.  67-68,  and  Hartmann, 
op.cit.,  pp.  22-24;  28-30. 

4.  On  the  history  of  the  building  and  its  destruction 
see  especially  Iozzi,  op.  cit.,  pp.  1-10;  65-67,  and 
Hartmann,  op.cit.,  pp.  11;  21-22;  32. 

5.  Francois  Tancredi,  Le  Palais  Torlonia:  Receuil 
des  oeuvres  d'art  sauvees  de  la  demolition.  Rome, 

1903,  p.  3. 

6.  After  the  destruction  of  the  palace  the  statue  was 
turned  over  by  the  Torlonia  family  to  the  state,  on 
condition  that  it  should  never  be  sohl  or  allowed 
to  leave  the  city  of  Rome.  See  Iozzi,  op.  cit.  p.  69, 
and  Gustavo  Giovannoni,  "I.'Ercole  e  Lica  del 
Canova  nella  nuova  sala  della  Galleria  Nazionale 
al  Palazzo  Corsini,"  Bolletino  d'Arte.  II  (1908), 
p.  42.  A  gallant  attempt  was  made  at  the  Palazzo 
Corsini  to  recreate  the  conditions  for  the  exhibition 
of  the  statue  which  had  existed  in  the  Palazzo 
Torlonia  but  the  result  was  not  altogether  for- 
tunate. The  gallery  created  for  the  purpose  still 
exists.  It  is  worth  noting  that  Canova  took  the 
trouble  to  indicate  on  his  plan  (Fig.  4)  an  oval 
floorslab  in  colored  marble  on  which  he 
wished  the  pedestal  of  his  statue  to  come  to  rest. 
This  tlirection  was  observed  in  the  building  of  the 
gallery  as  can  be  seen  in  Fig.  2.  In  the  reconstruc- 
tion of  the  gallery  in  the  Palazzo  Corsini  the  resting 
place  for  the  statue  is  still  marked  but  now  the 
floorslab  is  a  half-oval,  the  elliptical  outline  follow- 
ing the  form  of  the  gallery's  apsis,  the  straight  line 
facing  the  spectator  antl  accentuating  the  frontal 
effect  of  the  statuary.  The  restorers  of  1908  were 
quite  sure  that  the  frontal  view  of  the  work  was 
the  only  correct  one  and  did  what  they  could  to 
encourage  it  (see  Giovannoni,  op.  cit.,  p.  44).  The 


present  display  of  the  statue  in  Rome's  Museum 
of  Modern  Art  accentuates  this  frontal  view  even 
more  by  the  use  of  modern  museum  display 
techniques.  The  work  is  seen  against  the  light 
and  appears  entirely  en  silhouette. 

7.  The  designation  tempietto  is  used  by  Iozzi.  In 
Vienna  a  tempietto  (the  so-called  "Theseustempel") 
was,  in  fact,  erected  to  house  Canova's  "Theseus 
and  the  Centaur"  (completed  in  1819).  Since 
this  work  was  designed  entirely  for  its  frontal  view 
the  approach  to  it,  as  it  was  governed  by  the 
structure  of  the  Theseustempel,  was  corresponding- 
ly different  from  that  to  which  Canova's  design 
invited  the  viewer  of  the  "Hercules  and  Lichas" 
in  his  design  for  the  tempietto  in  the  Palazzo 
Torlonia. 

8.  The  temple  was  much  in  the  forefront  of  the 
archaelogical  speculation  at  the  time  Canova 
worked  on  the  design  for  the  gallery.  An  early 
excavation  on  the  site  was  undertaken  in  1814.  For 
a  groundplan  incorporating  the  results  on  this 
excavation  see  Antonia  Nibby,  Roma  Antica,  Rome, 
1818,  vol.  I,  facing  p.  298.  Useful  and  fairly  accurate 
reconstructions  were  already  offered  by  Antonio 
Labacco  in  1559  and  by  Palladio  in  1570  (our 
Fig.  6).  For  details  see  Antonio  Munoz,  La  sistem- 
azione  del  Tempio  di  Venere  e  Roma,  Rome, 
1935.  On  the  history  of  the  reconstruction  and 
views  of  the  ruins  see  also  Ernest  Nash,  Pictorial 
Dictionary  of  Ancient  Rome,  New  York,  1961,  vol. 
II,  pp.  496-499.  Canova's  reference  to  the  apsis  of 
the  temple  of  Venus  and  Rome  is  already  pointed 
out  by  Iozzi,  op.  cit..  p.  68. 

9.  For  such  an  itinerary  see  Giuseppe  Checchetelli, 
Una  giornata  nel  Palazzo  e  nella  Villa  di  S.  E.  il 
Signor  Principe  D.  Alessandro  Torlonia,  Rome, 
1842,  pp.  8-22.  See  also  Hartmann,  op.  cit.,  p.  23. 

10.  The  statues  are  now  in  the  Palazzo  Corsini  in  Rome. 
See  Hartmann,  op.  cit.,  pp.  24.  28-29;  figures  5, 
8-12.  The  paintings  on  the  ceiling  were  by 
Francesco  Podesti  and  were  not  added  until 
1836.  See  Cecilia  Pericoli,  "I  cartoni  di  Francesco 
Podesti  per  gli  affreschi  del  Bracci  di  Canova' 
nel  demolito  Palazzo  Torlonia,"  Bolletino  dei 
Musei  Comrnunali  di  Roma,  XII  (1965),  no.  1, 
pp.  7-21.  Canova  died  in  1822,  Giovanni  Torlonia 
in  1829. 

1 1.  The  door,  "una  porta  di  specchio,"  is  mentioned  in 
an  oltl  inventory  published  by  Hartmann,  op.  cit., 
p.  29. 

12.  The  modern  construction  of  the  work  is  com- 
mented on  by  Hartmann,  op.  cit.,  p.  75,  n.  87. 
Canova  used  the  same  device,  on  a  grand  scale,  in 
the  construction  of  the  lantern  of  the  tempietto 
at  Possagno.  This  structure  is  actually  a  church 
which  Canova  built  for  his  own  place  of  burial  and 
designed  on  the  lines  of  the  Pantheon  in  Rome. 

13.  Stendhal,  Oeuvres  Completes,  ed.  Armand  Caraccio, 
revised  by  Victor  Del  Lit  to  and  Ernest  Abravanel, 
Paris,  1967,  vol.  6,  pp.  194-197.  For  an  introduction 
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to  the  history  of  Stendhal's  Promenades  and  the 
problem  of  his  veracity,  see  the  foreword  by 
Haakon  Chevalier  to  his  translation  of  the  work, 
A  Roman  Journal  by  Stendhal,  New  York  1957. 
On  the  extent  of  Stendhal's  actual  visits  to  Rome 
see  Pietro  Paolo  Trompeo,  Nell'  Italia  romantica 
sulle  orme  di  Stendhal,  Rome,  1924,  pp.  217-269. 
See  also  Yves  du  Pare,  Quand  Stendhal  relisait 
les  Promenades  dans  Rome,  Lausanne,  1959. 

14.  In  composing  his  text  Stendhal  very  probably  con- 
sulted A.  Nibby,  Itineraire  de  Rome  et  de  ses 
environs,  Rome,  1824,  p.  57  (or  one  of  the  editions 
in  the  original  Italian).  See  Oeuvres  Completes, 
ed.  1967,  vol.  6,  p.  317.  It  is  worth  noting,  however, 
that  it  is  only  Stendhal  who  speaks  of  the  mirrors 
in  the  Gallery  of  Hercules  and  Lichas.  Happily  it 
can  be  shown  that  the  mirrors  are  not  an  invention 
of  the  writer  [See  note  11,  supra]  We  may  there- 
fore (if  ever  in  doubt)  now  also  more  readily  credit 
Stendhal's  report  that  Canova  himself  arranged 
the  lights  for  the  proper  display  of  the  statue. 

15.  Among  other  scurrilous  stories  told  about  Tor- 
Ionia  one  concerns  itself  particularly  with  the 
peculiar  pride  he  took  in  owning  Canova's 
"Hercules  and  Lichas."  On  the  day  he  obtained 
the  statue,  Torlonia,  it  was  said,  boasted  of  his 
daring  for  having  paid  as  much  as  18,000 
scudi  for  a  mere  work  of  sculpture.  Canova  three 
days  later  returned  with  21,000  scudi  to  fetch  the 
statue  back,  adding  1,000  scudi  for  each  day  past 
as  interest.  Only  when  Torlonia  offered  his 
most  contrite  apology  would  the  sculptor  consent 
to  leaving  the  statue  in  the  banker's  possession. 
Similar  stories  about  the  true  value  of  the  works 
of  art  ("teaching  the  pompous  rich  their  lesson") 
were  already  told  of  Michelangelo  or,  for  that  mat- 
ter, of  Apelles.  For  a  full  account  of  the  tale  of 
Canova  and  Torlonia  see  Vittorio  Malamani,  Gior- 
nale  d'ltalia,  13  December,  1907,  and  idem,  Canova, 
Milan,  n.d.,  pp.  188-189.  (Malamani  seems  to  take 
the  account  at  face  value.)  For  a  very  likely 
source  of  Stendhal's  characterization  of  Torlonia 
in  the  Promenades  dans  Rome  see  the  introduction 
to  Appendix  II  below. 

16.  See  Doris  Gunnell,  Stendhal  et  I'Angleterre, 
Paris,  1909,  pp.  157-187.  Stendhal's  securely  estab- 
lished contrubutions  to  English  journals  have 
been  collected  and  presented  in  a  French  transla- 
tion by  Henri  Martineau,  Courrier  Anglais,  Paris, 
1935-36  (4  vols.).  On  the  problems  of  establishing 
the  texts  see  vol.  I,  xxvi-xxxi.  For  the  latest 
contribution  to  the  study  of  Stendhal's  English 
work  see  Jean-Jacques  Goblot,  "Stendhal  chroni- 
queur  devoile?  Le  'Courier  anglais'  et  'le  Globe  ," 
Stendhal  Club,  vol.  56,  (July  15,  1972),  pp.  335-348. 

17.  Oeuvres  Completes,  ed.  1967,  vol.  6,  p.  317  n. 

18.  Robert  Vigneron,  "Du  Stendhal  Retrouve," 
Modern  Philology,  vol.  30  (August  1932),  pp. 
81-91. 

19.  See  appendix  III,  nos  VI,  XVI. 

20.  Vol.  25  (1829),  p.  32. 

21.  Ibid.,  p.  35.  Note  the  close  correspondence  in  the 
Promenades:  "De  l'autre  cote  est  le  genie  de  la 


mort,  assis,  et .  dans  l'attitude  de  la  douleur.  Ce 
genie  est  peut-etre  trop  joli;  il  a  le  tort  de 
reveiller  un  pen  l'idee  de  la  fatuite  .  .  .  C'est  aux 
deux  cotes  de  cette  porte  que  Ton  voit  ces  admir- 
ables  figures  de  lions  si  celebres  parmi  les 
artistes.  .  .  .  Peut-etre  sommes-nous  ici  en  presence 
de  la  perfection  de  l'art.  [Oeuvres  Completes,  ed., 
1967,  vol.6,  p.  153]. 

22.  Vol.25  (1829),  p.  33. 

23.  De  VAmour  first  appeared  in  1822.  On  the  reception 
of  the  book  see  the  edition  by  Henri  Martineau, 
Paris,  1959,  pp.  xxx-xxxv.  Stendhal  himself, 
posing  as  an  anonymous  English  correspondent, 
gave  it  a  splendid  book  review  in  the  Paris-Monthly 
Review  (October  1822).  See  De  VAmour,  ed. 
Martineau,  pp.  xxxii,  401-407  and  Courrier 
Anglais  vol.  I,  pp.  350-361.  Another  review, 
equally  splendid  along  the  same  lines,  appeared  in 
the  New  Monthly  Magazine  of  the  same  year  (vol. 
5,  pp.  423-431).  The  anonymous  contributor  there 
gives  away  the  secret  that  the  author  of  the  book  is 
a  certain  M.  Beyle  whom  he  "would  advise  to  try 
his  hand  on  a  novel."  The  review  is  cited  by 
Martineau,  but  he  does  not  include  it  among 
Stendhal's  works.  A  reappraisal,  I  believe,  is  in 
order. 

24.  See  Oeuvres  Completes,  ed.  Paul  Arbelet,  vol.  33 
(Journal,  vol.  4),  Paris,  1934,  pp.  138-9,  297  n. 

25.  See  P.  Arbelet,  "Trois  livres  introuvables  de  Stand- 
hal,"  Bulletin  du  Bibliophile,  1922,  p.  80.  In  1823 
when  Stendhal  announced  the  impending  pub- 
lication of  his  History  of  Painting  in  the  Paris 
Monthly  Review  he  says  that  he  was  appending  an 
essay  on  the  life  and  the  works  of  Canova  to  the 
third  volume  of  his  book.  The  History  of  Painting, 
alas,  was  not  published  until  1932,  from  his  notes 
[Ecoles  italiennes  de  Peinture] ,  but  short  of  the 
work  here  attributed  to  Stendhal,  there  is  no  trace 
of  the  essay  on  Canova.  For  details  see  Courrier 
Anglais,  vol.  I,  p.  379.  On  Stendhal's  apprecia- 
tion of  Canova  see  especially  Ugo  Ojetti,  "Canova 
et  Stendhal,"  Dedalo,  vol.  II  (1922),  pp.  307-340 
and  Pierre  Jourda,  "Stendhal  et  Canova," 
Nouvelles  Soirees  du  Stendhal-Club,  ed.  H.  Mar- 
tineau and  F.  Michel,  Paris,  1950,  pp.  198-217.  We 
may  note  particularly  that  Stendhal  names 
Canova's  studio  and  his  "Hercule,  lancant  Lycas 
a  la  mer,  dans  le  joli  palais  de  M.  le  banquier 
Torlonia,  due  de  Bracciano"  among  the  most  im- 
portant sights  in  Rome  [Promenades  dans  Rome 
in  Oeuvres  Completes,  ed.  1967.  vol.  6.  p.  20] . 

26.  See  B.  F.  Williams,  "A  Visit  to  Possagno,"  North 
Carolina  Museum  of  Art  Bulletin,  I,  nos  4-5, 
1957-8,  pp.  23-32.  On  Canova's  technique  see 
Hugh  Honour,  "Canova's  Studio  Practice,"  Bur- 
lington Magazine,  March  1972,  pp.  146-159  and 
April  1972,214-29. 

27.  The  passages  are  taken  from  New  Monthly 
Magazine,  vol.  25  (1829),  pp.  31-33. 

28.  For  an  additional  succinct  description  of  Canova's 
"Hercules"  and  the  Palazzo  Torlonia  in  the  Walks 
in  Rome,  see  New  Monthly  Magazine,  vol.  17 
[1826], p.  323. 
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REPORT  OF  THE  ACTING  DIRECTOR 


The  biennium  was  a  period  of  transition  for  the  North  Carolina  Museum  of 
Art  as  it  was  for  the  many  agencies  affected  one  way  or  another  by  the  re- 
organization of  State  government.  Under  the  Executive  Organization  Act  of 
1971,  the  Museum  became  an  agency  of  what  is  now  called  the  Department 
of  Cultural  Resources.  Sam  Ragan  served  as  the  first  Secretary  of  the  De- 
partment. He  was  succeeded  by  Mrs.  Grace  J.  Rohrer  on  January  5,  1973. 
The  Executive  Organization  Act  of  1973  replaced  the  Board  of  Trustees  with 
an  eleven-member  Art  Commission.  Joseph  C.  Sloane  has  been  appointed 
Chairman  of  the  Commission.  The  NCMA  is  now  a  section  of  one  of  three 
divisions  of  the  Department  of  Cultural  Resources:  the  Division  of  the  Arts, 
headed  by  Edgar  Marston.  The  internal  organization  of  the  Museum  was  also 
in  transition.  Due  to  Charles  Stanford's  long  recuperation  from  an  unfortunate 
leg  injury  in  August  1971  and  his  subsequent  resignation,  the  direction  of  the 
Museum  was  entrusted  during  most  of  the  period  to  the  Associate  Director. 

As  the  organizational  structure  of  the  NCMA  changed,  and  as  prospects 
for  a  new  museum  building  seemed  increasingly  a  realistic  part  of  our  im- 
mediate future,  our  thoughts  and  energies  became  particularly  directed  to 
appropriate  modifications  of  our  present  functions  and  programs  in  light 
of  our  future  expectations.  Thus,  even  though  an  annual  or  biennial  report 
is  normally  a  recapitulation  and  evaluation  of  past  activities,  the  present  report 
reflects  those  expectations  as  well.  The  first  section  describes  Museum  pro- 
grams especially  in  terms  of  their  broad  principles  and  objectives.  The 
following  sections  are  devoted  to  statistics.  We  hope  that  a  logical  and 
coherent  base  will  become  apparent  through  the  description  of  the  specific 
implementations  of  our  various  objectives. 

Our  focus  for  some  time  to  come  will  naturally  be  directed  to  adapting 
our  activities  to  take  full  advantage  of  the  opportunities  the  new  building 
will  afford.  Nevertheless,  it  is  our  conviction  that  the  period  between  the 
two  radically  different  situations  must  be  kept  in  proper  perspective.  It  is 
essential  that  we  not  lose  track  of  our  obligation  to  serve  the  people  of  North 
Carolina  to  the  best  of  our  ability  within  the  limitations  of  the  present 
facilities.  Our  goals  during  the  next  few  years  will  be  to  develop  programs, 
in  the  Museum  and  throughout  the  State,  to  the  point  where  they  are 
on  a  level  with  our  outstanding  collections  and  to  make  the  Museum  an 
increasingly  more  vital  part  of  the  aesthetic  and  educational  atmosphere  of 
the  State. 
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The  New  Museum  Building  The  day  of  dedication  of  the  new  museum  building  will  undoubtedly  be  the 

most  important  single  event  for  the  NCMA  since  it  was  established.  Plans 
in  connection  with  the  proposed  building  are  thus  of  major  concern  to  the 
general  public  as  well  as  to  those  connected  with  the  Museum  on  an  official 
basis.  Paradoxically,  as  a  result  of  a  controversy  which  arose  over  the  site 
of  the  building,  the  Museum  probably  received  more  newspaper  coverage 
in  this  period  than  it  has  at  any  one  time  since  the  Legislature  appropriated 
an  unprecedented  one  million  dollars  for  an  art  collection  for  the  people 
of  North  Carolina.  The  fact  that  there  were  such  strong  opinions  expressed 
on  this  matter  by  both  the  public  and  the  Legislature  indicates  a  pro- 
prietary interest  which  we  welcome  and,  indeed,  encourage. 

The  location  of  the  building  is  important.  Equally  so,  however,  are  the 
actual  physical  characteristics  of  the  facilities.  For  example,  the  size  and 
location  of  exhibitions  areas  and  spaces  for  storage  and  workshops,  as 
well  as  numerous  other  technical  considerations,  will  certainly  influence 
how  effectively  the  Museum  can  perform  its  functions.  In  order  to  provide 
access  to  the  specialized  knowledge  of  the  Museum  staff  in  areas  which 
might  be  useful  in  planning,  we  prepared  a  detailed  pre-architectural 
program  for  the  Program  Committee  of  the  Art  Museum  Building  Commis- 
sion. The  report  was  based  on  direct  experience  of  the  staff  here  and  at  other 
museums,  on  research  into  planning  problems  and  their  solutions  at  other 
institutions,  and  on  consultation  with  experts  in  the  field.  Careful  considera- 
tion was  also  given  to  the  long  range  potential  of  the  NCMA  as  a  leader  in 
the  visual  arts  in  North  Carolina  and  the  Southeast.  The  report  was  presented 
to,  and  adopted  by,  the  full  Commission  in  August  1972,  and  was  used  by 
the  architects  as  the  basis  of  plans  for  the  building.  We  now  look  forward  to 
working  with  the  architects  as  detailed  planning  of  the  facilities  progresses. 

Acquisitions  Every  museum  committed  to  expanding  services  in  a  growing  community 

must  devote  considerable  attention  to  maintaining  an  acquisition  policy 
which  is  both  broad  and  flexible  in  order  to  be  responsive  to  the  museum's 
own  needs  as  well  as  to  the  constantly  changing  possibilities  and  limita- 
tions of  the  art  market.  The  North  Carolina  Museum  of  Art  was  fortunate 
to  have  had  the  substantial  original  appropriation  of  State  funds,  the  Robert 
F.  Phifer  Bequest,  and  the  Samuel  H.  Kress  Foundation  gift.  It  was  thus  able 
to  accumulate  an  impressive  basic  collection  in  a  relatively  short  time.  The 
more  gradual  subsequent  development  of  the  Museum  has  similarly  depended 
upon  purchase  funds  allocated  by  the  State  Legislature,  the  support  of  the 
8 


North  Carolina  Art  Society,  and  the  generosity  of  donors  and  lenders.  With 
a  new  and  ample  building,  the  probabilities  of  further  large-scale  donor 
participation  are  greatly  increased,  and  the  rate  of  expansion  of  the  collec- 
tions should  be  considerably  altered. 

The  condition  of  the  art  market  today,  as  well  as  the  finite  limitations 
of  the  Museum's  acquisition  budget,  necessarily  influences  the  range  of 
material  which  can  be  realistically  considered  for  acquisition.  Except  by 
private  donation,  certain  very  desirable  areas,  such  as  French  Impressionism 
for  example,  are  essentially  closed  to  us.  Purchases  during  the  biennium 
have  been  largely  geared  to  development  of  areas  in  the  collections  which 
have  serious  gaps  that  can  be  filled  economically  with  works  which  have 
yet  to  reach  maximum  demand  on  the  market.  However,  no  matter  how 
judiciously  the  State  appropriation  of  art  purchase  funds  is  spent,  the 
Museum  must  continue  to  depend  heavily  upon  gifts.  It  is  therefore 
reassuring  and  gratifying  to  note  the  qualitative  and  quantitative  significance 
of  the  acquisitions  which  came  to  the  NCMA  in  this  biennium  through 
private  sources. 

A  total  of  167  works  of  art  were  added  to  the  permanent  collection 
through  gift  and  purchase  during  the  past  two  years.  In  addition,  the 
Museum  received  a  bequest  of  2,054  items  from  the  estate  of  the  late  Hobson 
Pittman,  an  accomplished  North  Carolina  artist.  Included  in  the  Pittman 
bequest  were  1,916  works  by  Pittman  himself  (22  oils,  96  pastels,  453  water- 
colors,  12  sketchbooks  containing  46  leaves,  1,226  drawings  and  sketches, 
73  prints),  and  138  works  by  students  and  friends  of  the  artist.  The  Mary 
Duke  Biddle  Gallery  for  the  Blind  received  a  total  of  eighty-one  items, 
including  twenty -eight  goblets  and  twenty-one  pieces  of  Mexican  pottery. 

As  a  result  of  the  emphasis  of  its  basic  collections,  the  North  Carolina 
Museum  of  Art  is  particularly  rich  in  European  painting  from  the  early 
Renaissance  through  the  nineteenth  century,  and  in  nineteenth-century 
American  painting.  The  Museum  is  justifiably  proud  of  those  collections. 
However,  even  at  the  time  of  the  Original  State  Purchase,  there  was  no 
intention  to  restrict  the  Museum  to  these  areas.  In  the  1956  catalogue  of  the 
collection,  the  Museum's  first  director,  Wilhelm  Valentiner,  stated:  "Al- 
though a  great  start  has  been  made  ...  it  must  be  said  the  museum  collec- 
tion is  in  no  way  complete  as  yet.  It  should  comprise  also  a  corresponding 
collection  of  sculpture  .  .  .  and  decorative  arts  from  the  same  periods.  And 
after  we  have  been  able  to  study  the  Western  culture  of  our  ancestors, 
we  should  have  an  opportunity  to  study  for  comparison  the  art  of  Asia,  of 


the  Near  and  Far  East,  and  of  the  .  .  .  people  in  the  Pacific  and  in  Africa." 

Especially  in  light  of  the  long  overdue  awareness  that  our  heritage  does 
indeed  extend  far  beyond  the  boundaries  of  Renaissance  and  modern 
Europe,  we  are  pleased  to  see  the  meaningful  growth  which  has  occurred 
during  this  biennium  in  the  Museum's  ancient  and  non-western  collections. 
Some  of  these  acquisitions  —  such  as  the  important  Japanese  Haniwa  figure 
and  the  Benin  sacrificial  altar,  both  gifts  through  the  James  G.  Hanes 
Memorial  Fund,  and  the  Vera  Cruz  sacrificial  figure,  gift  of  Isidore  M.  Cohen 
—  virtually  opened  new  fields  for  exploration  and  comparison.  Others, 
such  as  the  Greco-Roman  head  given  by  Dr.  and  Mrs.  George  W.  Paschal,  Jr., 
and  the  fine  Attic  geometric  jug  acquired  through  Museum  purchase  funds, 
served  to  round  out  existing  collections.  On  the  other  hand,  the  outstanding 
Egyptian  pieces  —  the  Old  Kingdom  reliefs,  the  New  Kingdom  mummy 
mask,  the  Ptolemaic  corner  relief,  and  the  pre-dynastic  redware  jar,  also 
gifts  of  the  James  G.  Hanes  Memorial  Fund  —  can  be  usefully  supplemented 
by  works  already  in  the  collection,  as  well  as  by  future  acquisitions. 

Only  in  the  new  building  will  we  be  able  to  display  these  and  many 
other  important  acquisitions  to  their  maximum  advantage,  and  to  derive 
full  benefit  from  the  educational  opportunities  their  proper  installation  will 
present.  Nevertheless,  precisely  because  we  cannot  wait  until  the  new 
building  is  ready  to  develop  collections  to  fill  it,  we  encourage  this  sort  of 
expansion  of  the  collections.  Some  of  the  material  will  in  the  meantime 
necessarily  remain  in  storage  or  be  exhibited  in  less  than  optimum  condi- 
tions. 

The  second  major  area  measurably  enriched  during  this  biennium  was 
the  American  collection.  By  far  the  largest  number  of  acquisitions  —  gift 
and  purchase  —  were  American.  Here  it  was  not  a  matter  of  exploring 
new  areas.  We  were  building  upon  a  collection  already  significant  but 
intentionally  restricted  in  scope.  The  plan  on  which  the  Art  Commission 
based  its  original  selection  was  to  begin  with  American  art  of  the  late 
nineteenth  century  and  trace  it  back  to  its  sources  in  European  art  .  .  . 
"laying  aside  for  the  time  being  the  controversial  subject  of  modern  art." 

Purchases  in  the  American  field  included  three  nineteenth-century 
works.  The  brilliant  autumn  landscape  sketch  by  Jasper  Cropsey  is  a  fine 
painting  in  its  own  right.  It  is  also  an  interesting  counterpoint  to  Cropsey's 
larger,  fully  developed  Franconia  Notch  from  the  Original  State  Purchase. 
The  Robert  Vonnoh,  Winter  Sun  and  Shadow,  like  many  paintings  of  the 
loosely-structured  American  Impressionist  movement,  is  immediately 
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African,  Sacrificial  altar.  Gift  of  the  James  G.  Hanes  Memorial  Fund. 
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Vera  Cruz,  Sacrifice  figure,  Gift  of  Isidore  M.  Cohen. 
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Greco-Roman,  Head  of  a  prince  (Lucius  Caesar?),  Gift  of  Dr.  and  Mrs.  George  W.  Paschal,  Jr. 
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Egyptian,  Mummy  mask.  Gift  of  the  lames  C.  Hanes  Memorial  Fund. 
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Robert  William  Vonnoh,  Winter  Sun  and  Shadow.  Museum  Purchase  Fund. 
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Augustus  Saint-Caudens,  The  Puritan. 
Gift  of  Mr.  and  Mrs.  Fabius  B. 
Pendleton,  Raleigh,  in  memory  of 
Katherine  Clark  Pendleton  Arrington 
(from  her  own  collection). 


appealing  in  its  pleasant,  vibrant  colors.  It  also  shares  with  the  best  of  these 
paintings  an  impressive  underlying  compositional  strength.  The  small 
Sanford  Gifford  sketch  adds  a  new  and  influential  name  to  the  Museum's 
fine  collection  of  nineteenth-century  landscapes.  We  hope  to  supplement 
this  painting  with  one  of  his  larger  works. 

Moving  into  the  "controversial  subject  of  modern  art,"  the  Museum 
again  found  itself  in  the  headlines  upon  the  acquisition  of  the  Andrew 
Wyeth,  Winter  1946,  largest  single  purchase  of  the  biennium.  The  issues 
revolved  partially  around  the  sum  expended  for  the  painting,  and  partially 
around  differing  opinions  regarding  its  intrinsic  merit.  Although  we  might 
wish  that  all  our  acquisitions  would  find  immediate  and  universal  approval, 
we  are  pleased  that  interest  in  the  Museum  is  great  enough  to  generate 
public  involvement.  The  Nude  with  Fan  by  George  Bellows  is  an  important 
work  from  the  period  shortly  before  the  artist's  death  when  he  was  moving 
from  the  vigorous,  relatively  monochromatic  sport  and  city  scenes  toward 
more  colorful,  more  personal  representations  —  including  a  series  of  fine 
portraits.  It  is  also  a  logical  extension  of  the  American  nineteenth-century 
realist  tradition  represented  in  our  collection  by  Homer  and  Eakins.  Another 
purchase,  Walter  Murch's  Car  Heater,  with  its  muted  colors  and  semi- 
romantic  treatment  of  mundane  subject  matter,  illustrates  an  approach  not 
previously  represented  among  our  modern  paintings. 

Mr.  and  Mrs.  Fabius  Pendleton  and  Miss  Sylbert  Pendleton  presented 
the  NCMA  with  a  group  of  works,  most  of  them  American,  from  the 
personal  collection  of  Katherine  Pendleton  Arrington,  distinguished  presi- 
dent of  the  North  Carolina  Art  Society  from  1926  to  1955.  Included  were  the 
fine  bronze  Puritan  by  Augustus  Saint-Gaudens,  and  works  by  Childe 
Hassam,  Abbott  Thayer,  and  John  Twachtman.  The  late  Mrs.  Arthur  Levy, 
Jr.,  long-time  NCMA  Trustee  who  was  recently  appointed  one  of  the  first 
Commissioners  Emeritus,  gave  a  portrait  of  W.  R.  Valentiner  by  Enrique 
Montenegro. 

The  North  Carolina  Art  Society  continues  to  support  the  Museum  in 
many  ways,  not  the  least  of  which  are  gifts  of  works  of  art  and  of  purchase 
funds.  The  most  important  recent  contribution  was  a  Georgia  O'Keeffe. 
This  beautiful  painting,  entitled  Cebolla  Church,  was  presented  by  the 
Society  in  honor  of  Joseph  C.  Sloane,  Museum  Trustee  and  former  Art 
Society  president.  The  NCAS  has  traditionally  provided  financial  support 
for  the  annual  North  Carolina  Artists  Exhibition,  and  has  added  significantly 
to  our  North  Carolina  collection  through  purchase  awards  from  these 
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Andrew  Wyeth,  Winter  1946.  Museum  Purchase  Fund. 
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Georgia  O'Keeffe,  Cebolla  Church.  Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds)  in  honor  of  Dr.  Joseph  C.  Sloane. 
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competitions.  We  were  especially  pleased  to  receive  from  the  34th  annual 
NCAE,  The  White  Bridge  by  the  late  Howard  Thomas. 

Gifts  of  other  works  by  North  Carolinians  were  received  from  Mr. 
and  Mrs.  George  D.  Finch,  the  Mount  Washington,  Conway  Valley  New 
Hampshire,  by  William  C.  A.  Frerichs,  a  nineteenth-century  Belgian  artist 
who  worked  for  a  time  in  North  Carolina;  and  from  Mr.  and  Mrs.  Mason 
P.  Thomas,  a  wash  drawing  of  the  Stuart  House  by  Wilmington  artist  Henry 
Jay  MacMillan.  The  North  Carolina  collection  was  further  diversified  in 
the  field  of  decorative  arts  by  gifts  from  the  Carolina  Designer  Craftsmen 
and  the  North  Carolina  Arts  Council  of  works  from  the  1971  and  1973  North 
Carolina  Craftsmen  competitions;  from  Dr.  and  Mrs.  James  H.  Semans  of  a 
Sylvia  Heyden  mixed  media  tapestry;  and  from  Mrs.  Max  Guggenheimer 
of  Jugtown  pottery. 

The  controversy  over  the  Wyeth  somewhat  eclipsed  the  importance 
of  the  other  major  purchase  of  the  first  half  of  the  biennium  —  the  Pierre 
Bonnard  interior.  The  small  format,  somber  coloring,  and  simple,  quiet  state- 
ment of  the  Bonnard  contribute  to  its  sometimes  being  overshadowed  by 
more  splashy  works.  But  it  amply  rewards  those  who  are  willing  to  take  the 
second  look.  The  Bonnard  is  certainly  an  impressive  acquisition  in  its  own 
right.  It  is  also  a  significant  addition  to  our  small  collection  of  late  nine- 
teenth, early  twentieth-century  French  paintings.  Another  valuable  con- 
tribution to  that  collection  was  the  gift  from  the  North  Carolina  National 
Bank  of  the  Eugene  Boudin  marine  scene.  The  painting  had  been  on  loan 
to  the  Museum  since  1967.  The  collection  was  further  immeasurably  en- 
riched by  the  long-term  loans  from  Mrs.  Georges  Lurcy  of  paintings  by 
Boudin,  Cassatt,  Dufy,  Fantin-Latour,  van  Gogh,  Renoir  and  Sisley.  Mrs. 
Lurcy  presented  as  a  gift  to  the  Museum  the  Decamps,  Battle  Scene,  thus 
far  our  only  example  of  this  particular  manifestation  of  French  Romanticism. 

Finally,  the  area  of  graphics  was  expanded  through  gift  and  purchase. 
Josef  Albers'  most  recent  publication,  the  monumental  Formulation: 
Articulation  portfolios,  were  given  to  the  Museum  in  memory  of  Black 
Mountain  College  by  the  Josef  Albers  Foundation.  The  Georges  Rouault, 
Miserere  and  Marc  Chagall,  Bible  I  and  Bible  II  portfolios  came  through  the 
generosity  of  Colonel  Kenneth  R.  Bland.  In  addition,  a  group  of  nine  con- 
temporary prints  were  purchased  with  the  aid  of  funds  from  the  National 
Endowment  for  the  Arts  and  the  North  Carolina  Art  Society. 

It  is  only  appropriate  that  a  general  but  deeply  felt  word  of  apprecia- 
tion be  said  here  in  recognition  of  the  many  friends  of  the  Museum  whose 


21 


Pierre  Bonnard,  Interieur.  Museum  Purchase  Fund. 
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Josef  Albers,  Formulation:  Articulation,  Vol.  1.  no.  31,  Gift  of  the  Josef  Albers  Foundation  in  memory  of  Black  Mountain  College. 


generosity  and  interest,  together  with  that  of  the  State  Legislature,  make 
the  Museum's  collection  continuously  richer  and  more  exciting. 

Museums  are  particularly  conducive  to  individual,  personal  exploration: 
one  person  confronting  each  work  of  art  on  a  one-to-one  basis.  However, 
many  people  need  and  enjoy  and  profit  from  the  selectivity,  as  well  as  the 
kind  of  explanation  and  interpretation  the  guided  tour  provides.  Such 
tours  are  one  of  the  major  services  the  NCMA  can  make  available  to  the 
entire  state  of  North  Carolina.  Led  by  members  of  the  Education  staff 
and  a  group  of  some  seventy  trained  volunteer  docents  from  the  community, 
the  tours  currently  serve  more  than  30,000  people  annually.  At  present  the 
overwhelming  majority  are  school  children.  We  will  naturally  continue  to 
emphasize  school  programs.  We  will  also  seek  additional  means  to  attract 
the  vast  segment  of  the  population  not  yet  reached  by  this  potentially 
enjoyable  and  informative  service. 

Central  to  the  effectiveness  of  the  guided  tour  is  the  quality  of  the 
training  program  for  the  volunteer  docents  who  conduct  the  majority  of 
the  tours.  A  revised  program  including  stricter  entrance  requirements  and 
weekly  research  assignments  went  into  effect  in  the  fall  of  1971.  The  pro- 
gram included  lectures  by  staff  and  outside  speakers,  films,  and  study  ses- 
sions in  the  galleries.  Also  in  the  fall  of  1971,  a  group  of  twenty-four 
senior  docents  attended  on  an  experimental  basis  a  six  week  improvisa- 
tion course  led  by  Alec  Dantre,  Executive  Director  of  the  Student  Theater 
Guild,  Inc.  of  North  Carolina.  With  slides  of  paintings  from  the  NCMA 
and  other  museums  as  the  basis  for  study,  the  sessions  introduced  exercises 
to  sharpen  the  imagination  and  sensory  awareness.  A  Docent  Newsletter 
was  also  initiated  in  the  fall  of  1971.  Eleven  issues  averaging  fifteen  pages 
were  distributed  during  the  biennium.  The  Newsletter  includes  essays 
by  docents,  book  reviews,  and  general  information  of  interest  to  the 
docents  on  art  and  art  related  activities  in  the  Museum  and  the  area. 

A  new  In-School  program  was  offered  in  Raleigh  and  Wake  county 
during  this  biennium.  After  a  month  of  training,  volunteers  —  including 
Museum  Docents  and  members  of  the  Raleigh  Fine  Arts  Society  and  the 
Junior  League  —  visited  the  schools.  They  presented  slide  lectures  to  fifth 
and  sixth  grades  on  the  NCMA  as  preparation  for  teachers  as  well  as  stu- 
dents for  a  museum  visit  which  was  also  part  of  the  program. 

Three  week-long  seminars  called  "Art  and  Your  Feelings"  were  held 
for  elementary  school  teachers:  one  in  1972;  two  in  1973.  The  seminars  were 
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organized  in  cooperation  with  the  State  Department  of  Public  Instruction. 
They  carried  two  credits  toward  teacher  certificate  renewal.  A  total  of  105 
teachers  participated  in  the  program.  The  sessions  included  lectures  by  the 
Education  staff;  improvisation  sessions  based  on  paintings  in  the  Museum 
collection;  creative  art  sessions;  and  one  day  in  the  galleries  preparing 
a  research  paper  on  one  of  the  works  of  art. 

A  variety  of  summer  programs  designed  specifically  for  children  were 
conducted  in  the  Museum.  "Treasure  Hunts"  for  ages  3-6  included  such 
topics  as  Hidden  Treasures,  What  Do  You  See?  Animals  in  Paintings, 
Mothers  and  Babies,  Boys  and  Girls  Having  Fun,  and  Bible  Stories. 
"Museum  Adventures"  for  ages  7-12  emphasized  ancient  cultures  with 
tours  centering  on  Egyptian  items  and  the  Peruvian  gold  and  Oriental  jade 
collections  on  loan  to  the  Museum.  Biblical  Stories  and  Heroes  in  Paintings 
were  other  tours  in  the  program.  A  Summer  Arts  Festival  for  Teens  was 
presented  in  June  and  July  1971  in  cooperation  with  the  Wake  County 
Public  Libraries.  The  arts  of  painting,  drama,  music,  literature,  dance  and 
printmaking  were  explored. 

An  Extension  Service  within  the  Education  Section  has  recently  been 
created  in  connection  with  our  increasing  efforts  to  make  the  Museum 
and  its  collections  more  accessible  and  enjoyable  to  the  greatest  number  of 
people.  Twelve  new  graded  slide  sets  were  made  available  for  loan  to 
schools  in  October  1972.  The  sets  include  explanatory  scripts  geared  to 
each  grade  level.  The  discussions  are  based  on  works  in  the  Museum  and 
explore  concepts  involving  line,  color,  light  and  dark,  space  and  form,  as 
well  as  aspects  of  art  history.  Through  a  grant  from  the  Thomasville  Furniture 
Industries  Foundation,  a  packet  of  eight  11  x  14  inch  color  reproductions  of 
paintings  in  the  collection  was  made  available  at  minimum  cost  to  schools 
and  the  public  in  October  1972.  In  December  1972,  over  10,000  slides 
covering  all  periods  of  art  history  were  transferred  from  the  State  Library  to 
the  Museum  to  be  consolidated  with  the  existing  collection.  These  are 
now  being  used  in  the  slide  lending  service  to  colleges  and  schools  through- 
out the  State. 

A  diversified  support  program  geared  to  varying  interests  in  the  arts 
has  proven  in  many  museums  to  be  a  useful  means  of  involving  a  broad 
segment  of  people  in  museum  activities  in  general.  The  lack  of  an  auditorium 
in  the  present  NCMA  building  restricts  the  range  of  such  services.  Never- 
theless, although  we  must  emphasize  lectures  which  are  best  suited  to  our 
physical  limitations,  we  continue  to  operate  a  modest  but  viable  program 
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Special  Events 


Edgar  Marston,  Director  of  the  North 
Carolina  Arts  Council,  presented 
awards  at  the  opening  of  the  1973 
North  Carolina  Craftsmen  exhibition. 


Mary  Duke  Biddle  Gallery 


of  events  to  complement  and  extend  in  scope  and  impact  the  collections 
as  well  as  the  changing  exhibitions. 

In  addition  to  the  public  events  listed  in  the  statistical  section  of  this 
report,  various  special  events  were  conducted.  On  October  5,  1972,  the 
reception  following  the  North  Carolina  Awards  banquet  took  place  for 
the  first  time  in  the  NCMA  instead  of  the  Governor's  Mansion  where  it 
was  traditionally  held.  During  the  spring  of  1973  a  series  of  informal  talks 
by  Museum  staff  was  given  for  the  Sir  Walter  Cabinet  which  is  composed 
of  wives  of  North  Carolina  Legislators.  A  reception  for  North  Carolina 
Legislators  was  held  in  the  Kress  Galleries  on  March  22,  1973.  The  125  Sena- 
tors and  Representatives  attending  were  greeted  by  Mrs.  Grace  Rohrer  and 
members  of  the  Museum  and  Art  Society  boards,  staff  members,  and  docents. 

A  series  of  Community  Days  was  held  from  March  through  May  1973. 
District  and  regional  representatives  of  the  Art  Society  made  arrangements 
for  members  from  communities  throughout  the  State  to  visit  the  Museum. 
Mayors  and  Legislators  of  the  various  communities  were  invited  to  attend. 
The  groups  were  welcomed  by  the  Mayor  of  Raleigh  or  his  representative, 
Mrs.  Grace  Rohrer,  and  the  Acting  Director  or  members  of  the  Museum 
staff.  They  were  given  a  guided  tour  of  the  Museum  followed  by  a  coffee 
reception.  A  total  of  562  individuals  in  eleven  different  groups  representing 
fifteen  communities  participated  in  the  program. 

On  May  5  and  6, 1973,  a  "Spring  Weekend  in  the  Arts"  was  presented 
to  acquaint  Art  Society  members  with  the  Museum's  collections,  programs, 
and  operations.  Among  the  activities  of  the  weekend  were  lectures  by 
members  of  the  staff,  a  visit  to  a  private  collection  and  an  art  sales  gallery, 
a  walking  tour  of  Raleigh  architecture,  and  a  concert  in  the  Museum.  On 
June  4, 1973,  a  "Businessmen's  Luncheon"  for  sixty  Art  Society  members  was 
served  in  the  Kress  Galleries  by  a  special  Art  Society  committee.  The  Acting 
Director  conducted  an  informal  discussion  centering  on  two  paintings 
from  the  permanent  collection.  On  February  24,  1973,  the  Art  Society  staged 
a  very  successful  benefit  ball  at  the  Country  Club  of  North  Carolina,  Pine- 
hurst.  A  substantial  sum  from  the  proceeds  has  been  turned  over  to  the 
NCMA  for  the  exhibition  program. 

In  1971,  funds  for  the  operation  of  the  Mary  Duke  Biddle  Gallery  for  the 
Blind  were  appropriated  for  the  first  time  by  the  General  Assembly.  The 
Gallery  had  been  subsidized  since  its  opening  in  1966  by  funds  from  the  Mary 
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Secretary  Grace  J.  Rohrer  with  Mr.  and  Mrs.  Allen  Tucker  at  the  reception  in  the  NCMA  for  the  1973  General  Assembly. 
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Beaux  Ats  Ball  1973 

The  Beaux  Arts  Ball  was  one  of  many  Art  Society  activities  which  benefited  the  museum. 
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Duke  Biddle  Foundation  and  by  Federal  grants  through  the  Department 
of  Health,  Education  and  Welfare.  The  Gallery  has  been  an  innovative  con- 
cept in  art  appreciation.  It  has  helped  bring  the  attention  of  the  sighted 
as  well  as  the  blind  to  the  possibilities  for  aesthetic  experiences  by  the 
handicapped.  Particularly  now  that  the  Gallery  is  a  state-supported  pro- 
gram, it  is  necessary  to  explore  ways  and  means  of  furthering  our  service  on 
a  statewide  basis  to  this  important  segment  of  our  population. 

Newspapers  and  television  continue  to  give  excellent  coverage  on  the 
Gallery.  Fifteen  lectures  and  slide  presentations  were  given  throughout  the 
State  during  the  biennium.  There  were  eleven  special  exhibitions  shown  in 
the  Gallery  in  this  period.  They  are  listed  in  the  Exhibitions  section  of  this 
report.  Gifts  to  the  Gallery  collection  are  listed  under  Acquisitions.  Representa- 
tives of  the  South  African  National  Gallery  and  of  the  Museum  at  The  Uni- 
versity of  Pennsylvania  visited  the  Gallery  in  connection  with  investiga- 
tions concerning  similar  programs  in  their  own  institutions. 

The  opening  of  two  new  changing  exhibition  areas  for  small  in-house  shows 
has  enabled  us  to  offer  simultaneously  a  variety  of  exhibitions  on  different 
floors.  Thus,  during  the  1972-73  fiscal  year,  thirteen  exhibitions  were  pre- 
sented in  contrast  to  five  the  preceding  year. 

For  the  first  of  these  areas,  the  Flemish  galleries  on  the  first  floor 
were  rearranged  to  free  one  bay  adjacent  to  the  lobby.  Movable  partitions 
were  constructed  to  allow  for  flexibility  of  installation.  The  gallery  opened 
July  16,  1972  with  an  exhibition  of  acquisitions  and  long-term  loans  from  the 
preceding  two  years.  Other  exhibitions  in  this  gallery  during  the  biennium 
included  North  Carolina  art,  a  Christmas  season  show,  and  a  loan  exhibition 
of  African  sculpture  from  the  Hanes  Corporation.  On  the  occasion  of  the 
reception  for  North  Carolina  Legislators  March  21,  1973,  the  second  area, 
"The  North  Carolina  Gallery,"  was  opened  on  the  fourth  floor.  The  inaugural 
exhibition  featured  a  selection  of  award  winners  from  past  North  Carolina 
Artists  Exhibitions. 

Large  scale  loan  and  in-house  exhibitions  were  also  presented.  The 
Museum  continues  to  recognize  and  encourage  North  Carolina  art  through 
the  annual  competitions  co-sponsored  with  the  North  Carolina  Art  Society. 
In  cooperation  with  the  North  Carolina  Arts  Council,  a  very  successful 
competition  for  North  Carolina  Craftsmen  was  held  in  the  fall  of  1971.  A 
second  such  competition  took  place  in  1973.  Another  collaborative  project 
was  the  "Women"  show  presented  at  the  Salem  College  Fine  Arts  Center 
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and  the  NCMA.  We  welcome  opportunities  to  work  with  other  North 
Carolina  institutions  and  look  forward  to  expanding  this  program. 

A  very  special  event  for  the  Art  Society  as  well  as  the  Museum  was  the 
realization  of  the  long-anticipated  Phifer  exhibition.  The  show  was  presented 
as  a  tribute  to  the  significant  contribution  of  Robert  F.  Phifer  to  the  state 
of  North  Carolina  and,  by  extension,  to  the  contribution  of  the  North 
Carolina  Art  Society  itself.  The  exhibition  was  made  up  of  objects  from  our 
own  collection  deriving  from  the  Phifer  bequest.  A  particularly  rewarding 
aspect  of  the  presentation  was  that  it  allowed  the  visitors  to  see  familiar 
works  in  different  surroundings,  often  in  new  and  interesting  juxtaposition. 

A  series  of  circulating  exhibitions  has  been  made  available  to  North 
Carolina  colleges,  universities,  libraries  and  galleries  since  1962.  The  shows 
are  sent  to  the  exhibiting  galleries  with  catalogue  and  labelling  information, 
press  releases  and  photographs,  and  installation  and  packing  instructions. 
Nine  exhibitions  had  eighty-nine  bookings  during  the  biennium.  Participat- 
ing institutions  are  listed  with  the  exhibitions  statistics.  The  most  popular 
exhibitions  are  the  annual  shows  selected  from  the  North  Carolina  Artists 
Exhibition  of  the  preceding  year.  Others  include  Capitol  of  North  Carolina, 
Contemporary  European  Prints,  Durer  Woodcuts,  Early  Book  Art,  Japanese 
Prints,  North  Carolina  Printmakers,  and  St.  Leon  Bouquet.  Preparation  and 
shipping  expenses  are  subsidized  by  the  North  Carolina  Art  Society. 

When  the  NCMA  organizes  a  temporary  loan  exhibition,  it  borrows  works 
of  art  from  other  museums,  as  well  as  from  galleries  and  private  collections. 
Whenever  possible  it  responds  in  like  manner  to  requests  from  other  museums 
for  loans.  This  is  partially  as  a  reciprocal  obligation,  partially  as  a  public 
service,  and  partially  to  make  its  collection  better  known  on  a  national  and 
international  scale.  Thirty-nine  works  of  art  were  lent  during  the  biennium 
for  twenty-eight  exhibitions  in  the  U.  S.,  Canada  and  Europe. 

The  NCMA  possesses  a  number  of  paintings  which  would  not  normally 
be  exhibited  in  the  Museum  but  are  suitable  for  loan  to  State  government 
offices.  A  Loan  Collection  has  been  established  for  this  purpose.  Unfortunately 
the  Museum  does  not  own  sufficient  paintings  to  meet  the  demand.  The 
Art  Society  has  recently  allocated  $2,000  for  the  acquisition  of  works  by 
North  Carolina  artists  to  add  to  this  collection.  There  are  approximately  109 
paintings  from  the  collection  presently  on  exhibition  in  State  offices.  Seventy- 
two  such  loans  were  made  during  the  biennium. 
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African  sculpture  lent  by  the  Hanes  Corporation  was  a  popular  show  in  the  main  floor  changing  gallery. 
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Robert  F.  Phifer,  one  of  the  NCMA's  foremost  benefactors,  and  the  North  Carolina  Art  Society  were  honored  by  a  special  exhibition  installed  in  the  English  galleries. 


34 


Conservation 


Kate  C.  Lefferts  of  the  Conservation 
Center,  Institute  of  Fine  Arts,  New 
York  University,  was  one  of  seven 
visiting  specialists  who  examined  the 
NCMA  collections  under  a  grant  from 
the  National  Endowment  for  the  Arts. 


Public  Information 


Research  and  Publications 


The  1973  Legislature  appropriated  for  the  first  time  funds  for  a  full-time 
conservator  and  for  the  establishment  of  a  conservation  laboratory.  All  of 
our  restoration  work  has  been  accomplished  until  now  by  outside  restorers. 
The  Museum's  entire  conservation  situation  has  been  given  careful  study 
during  the  past  year.  Investigations  in  regard  to  requirements  for  the  new 
position  and  for  space  and  equipment  for  the  laboratory  were  major  con- 
cerns. Others  involved  specifications  and  requirements  for  the  greatly  expanded 
and  comprehensive  facilities  in  the  new  building. 

Significant  contributions  in  regard  to  these  considerations  were  the  results 
of  surveys  made  under  a  matching  funds  grant  from  the  National  Endow- 
ment for  the  Arts  to  subsidize  studies  by  visiting  specialists  of  the  Museum's 
conservation  and  restoration  needs.  Seven  surveys  covering  the  painting, 
sculpture  and  textile  collections  were  made  under  the  grant.  As  a  whole,  the 
results  of  the  studies  provided  valuable  information  regarding  the  condition 
of  every  major  object  in  the  collections.  This  information  enabled  the 
Museum  to  establish  priorities  for  restoration  of  the  individual  works.  Two 
of  the  studies  were  in-depth  analyses  of  our  present  and  planned  conserva- 
tion facilities.  They  included  recommendations  on  the  feasibility  of  estab- 
lishing a  regional  conservation  center  at  the  NCMA,  conservation  laboratories 
for  the  new  building,  and  methods  for  coping  in  the  interim  with  our 
present  facilities. 

With  the  reorganization  of  State  government,  the  Public  Information  Officer 
was  transferred  from  the  Museum  to  a  new  Departmental  Office  of  Public 
Affairs  located  in  the  Archives  and  History  building.  The  duties  of  the  P.I.O. 
were  expanded  to  include  the  North  Carolina  Arts  Council  and  the  De- 
partment of  Cultural  Resources  as  a  whole.  Coverage  of  the  NCMA  in  all 
media  showed  a  considerable  increase  during  the  biennium.  Among  factors 
accounting  for  this  increase  was  the  renewed  interest  the  Museum  gen- 
erated with  the  public  through  its  stepped-up  program  of  activities,  and 
the  publicity  received  in  connection  with  the  proposed  building  and  its 
site. 

Three  issues  of  the  NCMA  Bulletin  and  nineteen  issues  of  the  Calendar 
of  Art  Events  were  printed.  The  Calendar  was  changed  during  this  period 
from  an  eight-page  bulletin  format  to  a  single  multifold  page.  Its  publication 
was  switched  from  a  commercial  printing  house  to  an  operation  established 
by  the  Department.  The  Department  shop  also  printed  a  number  of  brochures 
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WOMEN 

SALEM  COLLEGE 
NORTH  CAROLINA  MUSEUM  OF  ART 


Works  by  seventy-nine  women  artists 
were  shown  in  Winston-Salem  and 
Raleigh  in  connection  with  the  200th 
anniversary  celebration  of  Salem 
College. 


and  flyers  for  NCMA  programs.  Catalogues  were  published  by  the  Museum 
for  eight  exhibitions.  Printed  or  offset  brochures  were  made  available 
free  to  the  public  in  connection  with  nine  of  the  smaller  exhibitions. 
Catalogues  prepared  by  other  museums  accompanied  the  loan  exhibitions 
of  "Romare  Beardon,"  "Howard  Thomas/'  and  "Drawings  U.S.A./71." 

Much  of  the  confirmation  of  technical  data  and  basic  research  has  been 
accomplished  for  an  illustrated  summary  catalogue  of  the  NCMA  collec- 
tions. Since  the  original  catalogue  has  been  out-of-print  and  obsolete  for 
years,  such  a  handbook  giving  a  survey  of  the  Museum's  collections  has  been 
urgently  needed  for  some  time. 

We  are  pleased  to  announce  that  a  personal  grant  from  the  Kress 
Foundation  to  the  Director  Emeritus,  Justus  Bier,  made  possible  the  publica- 
tion of  the  third  volume  of  his  series  on  the  German  sculptor  Tilmann 
Riemenschneider.  The  book  was  published  in  German  by  a  Vienna  firm  in 
August  1973.  In  addition  to  the  article,  "Two  Gothic  Altar  Wings  in  Raleigh," 
from  the  NCMA  Bulletin,  he  wrote  an  essay  on  Johann  Adam  Delsenbach 
for  The  German  Baroque:  Literature,  Music  and  Art,  Austin,  Texas  and 
London,  1972.  In  June  1972,  Dr.  Bier  was  awarded  the  honorary  degree  of 
Doctor  of  Humane  Letters  by  the  University  of  Louisville.  He  was  awarded 
the  Commander's  Cross  of  the  Order  of  Merit  by  the  Federal  Republic  of 
Germany  in  March  1973. 

Other  publications  by  Museum  staff  include  an  essay  and  catalogue  by 
the  Acting  Director  on  American  Impressionist  painting  published  by  the 
National  Gallery  in  Washington  in  connection  with  the  exhibition  he  or- 
ganized. He  also  wrote  an  article  on  American  art  and  architecture  published 
in  al-Majal  magazine,  a  State  Department  publication. 

The  major  emphasis  in  the  Art  Reference  Library  during  the  biennium 
was  the  continuation  of  a  large  scale  project  to  reduce  the  backlog  of 
uncatalogued  books  in  order  to  make  the  small  but  essential  reference  col- 
lection more  readily  accessible  to  the  Museum  staff  and  the  public. 

A  professional  opinion  service  is  provided  to  North  Carolina  collectors 
one  day  a  week  September  through  May.  Works  of  art  may  be  brought  to  the 
Museum  for  opinion  regarding  attribution,  date,  authenticity,  and  recom- 
mendations concerning  restoration  or  other  technical  information.  Approxi- 
mately 300  such  conferences  were  held  during  the  biennium. 

The  research  phase  of  the  Arts  at  Black  Mountain  College  project  was 
concluded  in  February  1973.  A  grant  from  the  National  Endowment  for  the 
Humanities,  matched  by  donations  from  North  Carolina  foundations  and  indi- 
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viduals,  subsidized  the  project.  Extending  over  nearly  three  years  and  oc- 
casioning an  expenditure  of  $61,400,  this  has  certainly  been  one  of  the  most 
important  long-term  research  programs  in  which  the  NCMA  has 
participated. 

We  are  grateful  to  the  National  Endowment  for  its  substantial  support. 
We  are  also  indebted  to  the  North  Carolina  Art  Society,  the  Mary  Duke 
Biddle  Foundation,  the  Mary  Reynolds  Babcock  Foundation,  Mr.  Smith 
Bagley,  Mr.  Harry  Dalton,  Mr.  Thomas  S.  Kenan,  III,  Mrs.  Agnes  Finch,  Mr. 
Gordon  Hanes,  and  others. 

The  Museum  became  the  sponsoring  organization  for  the  project  in 
1970.  It  was  then  directed  by  a  five  member  team,  three  from  the  Museum 
staff:  Charles  W.  Stanford,  Authorizing  Official;  Benjamin  F.  Williams, 
Principal  Investigator;  and  William  T.  Beckwith,  Payee.  Gaillard  F.  Ravenel 
of  the  National  Gallery  of  Art  served  as  coordinator,  and  Mary  E.  Harris 
as  Principal  Researcher.  While  numerous  other  people  assisted  in  various 
advisory,  professional,  and  technical  capacities,  these  principal  members  of 
the  team  are  to  be  commended  for  having  guided  the  project  from  its 
inception.  Special  recognition  must  be  given  to  Mary  Harris  through  whose 
dedication  and  hard  work  the  basic  goals  were  accomplished.  The  final 
report,  prepared  primarily  by  Mary  Harris,  consisted  of  ninety-nine  pages. 
It  was  submitted  to  the  National  Endowment  in  May  1973.  Material 
gathered  has  been  transferred  to  the  North  Carolina  State  Archives  pending 
the  organization  of  a  special  exhibition  to  be  based  on  the  research. 

Building  Maintenance  and  Renovation       The  Museum  has  become  crowded  over  the  years  to  the  point  that  the  best 

works  are  sometimes  hidden  among  works  of  lesser  quality.  Certain  areas, 
such  as  the  lobby,  the  Kress  galleries,  and  the  third  floor  English  and 
American  galleries,  have  been  repainted  and  portions  of  the  permanent 
collection  reinstalled.  This  is  in  order  to  make  the  Museum  more  inviting 
and  conducive  to  the  optimum  aesthetic  experience.  As  we  continue  with 
such  renovations  a  new  freedom  and  openness,  as  well  as  improved  dynamic 
relationships  among  the  many  fine  pieces  in  the  collection,  will  become 
apparent. 

The  completely  redesigned  and  renovated  Museum  Store  was  opened 
to  the  public  in  July  1972.  The  space  is  still  inadequate  to  serve  the  large 
number  of  visitors,  especially  school  groups.  However,  the  renovation  allows 
for  more  efficient  use  of  the  space  we  do  have.  It  is  also  more  com- 
patible visually  with  the  Museum  atmosphere. 
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Storage  and  work  areas  in  the  Museum  building  as  well  as  in  the 
offices  on  the  sixth  floor  of  the  Highway  Building  have  been  cleared, 
cleaned,  and  reorganized  in  order  to  alleviate  somewhat  our  crucial  space 
problem.  As  one  example,  more  than  20,000  overstocked  NCMA  publica- 
tions were  sent  in  cooperation  with  the  State  Library  to  schools  and  libraries 
throughout  the  State.  As  another,  we  gained  valuable  storage  space  by 
clearing  out  unusable  frames  and  excess  building  materials. 

The  General  Services  Division  made  an  extensive  survey  of  air  con- 
ditioning and  water  seepage  problems  in  the  Museum.  Certain  corrective 
measures,  such  as  the  removal  of  partitions  which  had  been  blocking 
proper  air  circulation  and  the  refacing  of  interior  walls  damaged  by 
moisture,  have  been  carried  out  following  their  recommendations. 

In  February  1973,  after  a  thorough  inspection  of  its  facilities  and  operations, 
the  NCMA  was  accredited  by  the  American  Association  of  Museums. 
While  we  are  pleased  that  we  have  met  the  professional  standards  established 
by  the  Association,  we  take  very  seriously  the  recommendation  of  the  Visi- 
tation Committee:  "Ultimately  the  success  of  the  Museum  will  depend  upon 
the  construction  of  a  full  scale  museum  plant  in  a  proper  location,  with 
proper  accessibility  and  space  for  parking,  exhibitions,  storage  and  staff 
activities  —  including  education,  and  especially  a  full  state-wide  extension 
program.  The  Museum  is  at  a  crossroad,  and  decisions  and  compromises 
made  within  the  next  year  or  two  will  be  fateful." 

By  moving  forward  toward  the  realization  of  a  new  and  adequate 
museum  building,  the  Legislature  and,  by  extension,  the  people  of  North 
Carolina  have  indicated  their  dedication  to  fulfilling  these  responsibilities. 
We  have  attempted  in  this  report  to  outline  the  directions  in  which  the 
Museum  is  moving  to  justify  their  confidence  and  support. 

Moussa  M.  Domit 
Acting  Director 
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ACQUISITIONS 

(Dimensions  are  in  inches,  height  preceding  width) 

George  Bellows  (American,  1882-1925) 
Nude  with  Fan  1920 
oil  on  canvas,  34  x  44 
Museum  Purchase  Fund 
72.1.6 

Attributed  to  Jan  Frans  van  Bloemen  (Flemish,  1662-1749) 
Landscape  with  Fortune-teller  and  Shepherdesses 
oil  on  canvas,  54  3/8  x  51  1/2 

Gift  of  Mr.  and  Mrs.  William  W.  Farr,  Southern  Pines 
G.72.12.1 

Attributed  to  Jan  Frans  van  Bloemen  (Flemish,  1662-1749) 
Alexander  and  Diogenes 
oil  on  canvas,  44  1/2  x  63  1/8 

Gift  of  Mr.  and  Mrs.  William  W.  Farr,  Southern  Pines 
G.72.12.2 

Pierre  Bonnard  (French,  1867-1947) 
Interieur  1898 

oil  on  board,  20  1/4  x  13  1/4 
Museum  Purchase  Fund 
72.1.3 

Eugene  Boudin  (French,  1824-1898) 
L'Entree  du  Port  de  Trouville  1876 
oil  on  canvas,  12  1/4  x  17  3/4 

Gift  of  the  North  Carolina  National  Bank,  Charlotte 
GL.67.12.1 

Emil  Carlsen  (American,  born  Copenhagen,  1848-1932) 
Venice 

oil  on  canvasboard,  8  1/2  x  10 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in   memory  of 
Katherine  Clark  Pendleton  Arrington   (from  her  own  collection) 
G.71.40.2 
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Copeland  (American,  worked  in  Richmond,  ca.  1850) 
William  f.  Clark 
oil  on  canvas,  35  x  27 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in   memory  of 
Katherine  Clark  Pendleton  Arrington   (from  her  own  collection) 
G.71.40.7 

Ralph  J.  Cox  (American,  N.  C,  contemporary) 

Pink    Forms    (Purchase    Award,   35th    Annual    North    Carolina  Artists 

Exhibition) 
enamel  on  paper,  33  x  44  1/2 

Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G.73.2.1 

Jasper  Francis  Cropsey  (American,  1823-1900) 
Autumn  Foliage  1858 
oil  on  canvas,  10  1/2  x  16  15/16 
Museum  Purchase  Fund 
73.1.2 

Elliott  Daingerfield  (American,  1859-1932) 
Wordsworth  Prelude 
watercolor,  26  1/4  x  20  1/2 

Gift  of  Mr.  and  Mrs.  Joseph  C.  Eagles,  Jr.,  Wilson 
G.72.4.1 

Alexandre  Decamps  (French,  1803-1860) 
Oriental  Battle  Scene 
oil  on  panel,  8  1/4  x  10  1/4 
Gift  of  Mrs.  Georges  Lurcy,  High  Point 
G.72.13.1 

Sir  William  Dobson  (English,  1610-1646) 
The  Reverend  Thomas  Clark 
oil  on  canvas,  28  1/2  x  23 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in  memory  of 

Katherine  Clark  Pendleton  Arrington   (from  her  own  collection) 
G.71.40.5 
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Ralph  Ducasse  (American,  born  1916) 
Three  Oranges 
oil  on  canvas,  48  x  64 

Gift  of  the  estate  of  Miss  Elizabeth  Rosenthal  through  Mrs.  Frances 

O'Brien,  New  York 
G  .71 .31.1 

William  C.  A.  Frerichs  (American,  born  Belgium,  1829-1905) 
Mount  Washington  —  Conway  Valley,  New  Hampshire 
oil  on  canvas,  20  x  40 

Gift  of  Mr.  and  Mrs.  George  D.  Finch,  Thomasville 
G.72.20.1 

Sanford  Robinson  Gifford  (American,  1823-1880) 
Hunter  in  a  Mountain  Landscape 
oil  on  canvas,  7x12 
Museum  Purchase  Fund 
72.1.7 

Sam  Gilliam  (American,  born  1933) 
Untitled  1970 

watercolor,  35  1/2  x  23  3/4 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for  the 
Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.1 

Childe  Hassam  (American,  1850-1935) 
Autumn 

pastel,  11  x  9  3/4 

Gift  of  Miss  Sylbert  Pendleton,  Warrenton,  in  memory  of  Katherine 

Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71.39.1 

Joseph  Wallace  King  (American,  N.  C,  born  1913) 
Portrait  of  Queen  Elizabeth  II 
oil  on  canvas,  72  x  66 

Gift  of  Burroughs-Wellcome  Company  to  the  State  of  North  Carolina 
G.72.10.1 
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William  C.  A.  Frerichs.  Mount  Washington — Conway  Valley,  New  Hampshire.  Gift  of  Mr.  and  Mrs.  George  D.  Finch. 


Sanford  Robinson  Gifford,  Hunter  in  a  Mountain  Landscape.  Museum  Purchase  Fund. 


43 


Joseph  Wallace  King  (American,  N.  C,  born  1913) 
Portrait  Sketch  of  Carl  Hamilton 
oil  on  canvas,  20  x  16 
Gift  of  the  artist 
G  .72.14.1 

Michael  Janszoon  van  Mierevelt  (Dutch,  1567-1641) 
Prince  of  Orange 
oil  on  panel,  25  1/2  x  19  1/2 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in   memory  of 
Katherine  Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71.40.6 

Enrique  Montenegro  (American,  born  1917) 
Portrait  of  W.  R.  Valentiner 
oil  on  canvas,  38  3/4  x  33  3/4 
Gift  of  Mrs.  Arthur  W.  Levy,  Jr.,  Raleigh 
G.71.28.1 

Walter  Murch  (American,  1907-1967) 
Car  Heater  1957 
oil  on  canvas,  21  1/2  x  16  3/4 
Museum  Purchase  Fund 
73.1.1 

John  Francis  Murphy  (American,  1853-1921) 
Landscape 

oil  on  canvas,  14  x  19 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in  memory  of 
Katherine  Clark  Pendleton  Arrington  (from  her  own  collection) 
G. 71 .40.3 

Georgia  O'Keeffe  (American,  born  1887) 
Cebo//a  Church  1945 
oil  on  canvas,  20  x  36  1/8 

Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds)  in 

honor  of  Dr.  Joseph  C.  Sloane 
G.72.18.1 
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Hobson  Pittman  (American,  1900-1972) 
Seal  Harbor 

watercolor,  5  3/4  x  8  3/4  (sight) 

Gift  from  the  collection  of  Jane  Hall  by  Mrs.  Virginia  Brooks,  Raleigh, 

in  memory  of  her  sister,  Jane  Hall 
G.71.42.1 

Abbott  Thayer  (American,  1849-1921) 
Portrait  of  a  Woman 
oil  on  canvas,  22  x  18 

Gift  of  Miss  Sylbert  Pendleton,  Warrenton,  in  memory  of  Katherine 

Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71.39.2 

Howard  Thomas  (American,  N.  C,  1899-1971) 

White  Bridge  (Purchase  Award,  34th  Annual  North  Carolina  Artists 

Exhibition) 
gouache,  22  x  32 

Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G  71 .50.1 

John  H.  Twachtman  (American,  1853-1902) 
Tobacco  Patch 
pastel,  14  x  21 

Gift  of  Mr.  and  Mrs.  Fabius  FJ.  Pendleton,  Raleigh,  in  memory  of 

Katherine  Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71.40.4 

Robert  William  Vonnoh  (American,  1858-1933) 
Winter  Sun  and  Shadow 
oil  on  canvas,  18  x  24 
Museum  Purchase  Fund 
72.1.5 

Andrew  Wyeth  (American,  born  1917) 
Winter  1946 

tempera  on  masonite,  31  3/8  x  48 

Museum  Purchase  Fund 

72.1.1 
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Howard  Thomas,  While  Bridge.  Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds). 
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Attributed  to  Francisco  de  Zurbaran  (Spanish,  1598-1664) 
Praying  Monk 

oil  on  canvas,  10  1/2  x  7  1/2 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in  memory  of 

Katherine  Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71.40.1 

Miniatures  (seven) 

engraving,  watercolor,  oil 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in  memory  of 

Katherine  Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71. 40.10-. 16 

African  (Benin) 

Sacrificial  altar  (in  two  parts) 

wood,  base:  5  1/2  x  12  x  14  1/2,  altar:  14  1/4  x  10  1/2  (bottom), 

14  1/4  x  9  1/2  (top) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.72.2.4 

Egyptian  (Old  Kingdom,  VI  Dynasty  -  2420-2258  B.C.) 
Bas  reliefs  (two)  representing  a  court  official 
limestone,  21  1/2  x  18  15/16;  23  7/8  x  18  1/2-19  11/16 
Gifts  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.72.2.1  -  .2 

Egyptian  (Late  New  Kingdom,  ca.  1200-1080  B.C.) 
Mummy  mask 
wood,  H:  18 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.1 

Egyptian  (Ptolemaic,  330-30  B.C.) 
Relief  (in  two  parts) 
granite,  29  x  18  1/2  x  8;  29  x  18  1/8 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.72.2.3 
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African,  Sacrificial  altar,  detail.  Gift  of  the  James  G.  Hanes  Memorial  Fund. 


Egyptian,  Relief.  Gift  of  the  lames  C.  Hanes  Memorial  Fund,  Winston-Salem. 
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Greco-Roman  (ca.  2nd  half  of  1st  century,  B.C.) 
Head  of  a  prince  (Lucius  Caesar?) 
marble,  H:  7  5/8 

Gift  of  Dr.  and  Mrs.  George  W.  Paschal,  Jr.,  Raleigh 
G.72.21.1 

Japanese  (Yamato  period,  4th  -  6th  century) 
Haniwa  figure 
terracotta,  H:  23  3/4 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.3 

Vera  Cruz  (600-900) 
Sacrifice  figure 
terracotta,  H:  42  1/2 
Gift  of  Isidore  M.  Cohen,  New  York 
G.71.44.1 

Augustus  Saint-Gaudens  (American,  born  Ireland,  1848-1907) 
The  Puritan 
bronze,  H:  31 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in  memory  of 

Katherine  Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71.40.9 


James  Montgomery  Flagg  (American,  born  1877) 
Portrait  of  Katherine  Pendleton  Arrington 
pencil,  11  3/8  x  13  1/8 

Gift  of  Mr.  and  Mrs.  Fabius  B.  Pendleton,  Raleigh,  in  memory  of 

Katherine  Clark  Pendleton  Arrington  (from  her  own  collection) 
G.71.40.8 

Henry  Jay  MacMillan  (American,  N.  C,  contemporary) 
Stuart  House 
wash  drawing,  11  x  15 

Gift  of  Mr.  and  Mrs.  Mason  P.  Thomas,  Chapel  Hill 
G.73.3.1 
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George  Romney  (English,  1734-1802) 
Figure  studies 
pen  and  ink,  7  7/8x6  1/4 

Gift  of  the  North  Carolina  Art  Society  (Margaret  Peoples  Ehringhaus 

Memorial  Fund) 
G.71.41.1 

American  (19th  and  20th  century) 
Coastal  maps  (four) 

engravings,  21  1/2  x  19,  28  1/8  x  47,  29  1/2  x  40,  29  x  41  3/4 
Gift  of  Dr.  Louise  Hall,  Durham 
G. 71 .33.4  -  .7 

American  (20th  century) 

World  War  I  posters  (fifteen) 
Gift  of  Dr.  Louise  Hall,  Durham 
G.71.33.2 

Japanese  (contemporary) 
Prints  (twenty-eight) 
woodcuts 

Gift  of  Colonel  Kenneth  R.  Bland,  Arlington,  Virginia 
G.72.11.1  -  28 

Josef  Albers  (American,  born  Germany,  1888) 
Formulation:  Articulation 

portfolio  of  127  silkscreen  prints,  plate  size:  12  1/4  x  17  1/2 

Gift  of  the  Josef  Albers  Foundation  in  memory  of  Black  Mountain 

College 
G.72.16.1 

Garo  Antreasian  (American,  born  1922) 
Untitled  #  72-2.0 
color  lithograph,  22  1/4  x  30  1/8 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for 
the  Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer 
Funds) 

72.17.2 
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sef  Albers,  Formulation:  Articulation,  Vol.  I,  no.  32.  Gift  of  the  Josef  Albers  Foundation  in  memory  of  Black  Mountain  College. 
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Richard  Anuskiewicz  (American,  born  1930) 
Golden  I 

silkscreen,  20  1/2  x  14 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for 

the  Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.3 

Richard  Anuskiewicz  (American,  born  1930) 
Co/den  // 

silkscreen,  20  1/2  x  14 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for 

the  Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.4 

Frank  W.  Benson  (American,  1862-1951) 
Low  Tide 

etching,  8  x  11  (mat  opening) 

Gift  of  Mrs.  John  W.  Williams,  Durham,  through  the  North  Carolina 

Art  Society 
G.71.32.3 

Noyes  Capehart  (American,  N.  C,  born  1933) 

Anonymous  Man  of  the  Night  (Purchase  Award,  34th  Annual  North 

Carolina  Artists  Exhibition) 
intaglio,  23  3/4  x  14 

Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G.72.6.1 

Marc  Chagall  (French,  born  Russia,  1887) 
Bible  I  and  Bible  II 
105  engravings,  12x9 

Gift  of  Colonel  Kenneth  R.  Bland,  Arlington,  Virginia 
G.71.43.2-.3 

Jim  Dine  (American,  born  1935) 
Paintbrush 

etching,  34  3/4  x  27  3/4 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for 

the  Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.5 
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Helen  Frankenthaler  (American,  born  1928) 
Wind  Directions  1970 

hand-colored  pochoir  watercolor,  30  1/2  x  22 

Museum  Purchase  Fund 

71.48.1 

Daniel  Garber  (American,  1880-1959) 
Lamp  Light 

etching,  5  1/4  x  6  3/4  (plate  size) 

Gift  of  Mr.  and  Mrs.  Francis  Speight,  Greenville 

G.73.5.1 

Alfred  Hutty  (American,  born  1878) 
Potato  Pickers 
etching, 13  1/2  x  11  1/4 
Gift  of  Dr.  Louise  Hall,  Durham 
G.71.33.1 

Jasper  Johns  (American,  born  1930) 
Device 

seven-color  lithograph,  38  1/2  x  29 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for 

the  Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.6 

Ellsworth  Kelly  (American,  born  1923) 
Blue/Red-orange/Green.  Ek70-346 
three-color  lithograph,  42  1/2  x  30 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for  the 

Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.7 

Ernest  Lumsden  (English,  1883-1948) 
The  Great  Wall 

etching,  9  1/2  x  7  1/4  (mat  opening) 

Gift  of  Mrs.  John  W.  Williams,  Durham,  through  the  North  Carolina 

Art  Society 
G.71.32.4 
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Gail  McKennis  (American,  N.  C,  contemporary) 

janet  and  the  Vermeer  II  (Purchase  Award,  35th  Annual  North 

Carolina  Artists  Exhibition) 
lithograph,  21  x  17 

Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G.73.2.2 

Henry  Pearson  (American,  N.  C,  born  1914) 
Construction  for  Jane  Hall 
serigraph,  15  5/8  x  15  5/8 
Gift  of  the  artist  in  memory  of  Jane  Hall 
G.72.5.1 

Matt  Phillips  (American,  contemporary) 
Rocky  Coast 

monotype  print,  37  1/4  x  24  3/4 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for 

the  Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.8 

Giovanni  Battista  Piranesi  (Italian,  1720-1778) 

Veduta  della  Basilica  di  S.  Giovanni  Laterano 
etching,  22  x  30  1/4 
Museum  Purchase  Fund 
72.1.4 

Giovanni  Battista  Piranesi  (Italian,  1720-1778) 
Veduta  del  Tempio  della  Sibilla  in  Tivoli 
etching,  17  x  25  (sight) 

Gift  of  Mrs.  Alice  Izard  Hoffman,  Baltimore 
G.73.4.1 

Giovanni  Battista  Piranesi  (Italian,  1720-1778) 

Veduta  della  Fonte  e  della  Spelonche  d'Egeria 

etching,  16  1/4  x  27  1/4  (sight) 

Gift  of  Mrs.  Alice  Izard  Hoffman,  Baltimore 

G.73.4.2 
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Giovanni  Battista  Piranesi  (Italian,  1720-1778) 
Veduta  del  Tempio  detto  della  Concordia 
etching,  18  1/2  x  28  (sight) 
Gift  of  Mrs.  Alice  Izard  Hoffman,  Baltimore 
G.73.4.3 

Clayton  Pond  (American,  born  1941) 

The  Kitchen  in  my  Studio  on  Broome  Street 
silkscreen,  40  1/8  x  30 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for  the 

Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.9 

Rembrandt  van  Rijn  (Dutch,  1606-1669) 
Christ  Carried  to  the  Tomb 
etching, 5  3/16  x  4  11/32 

Gift  of  F.  C.  Sommer,  Bernau,  West  Germany,  in  memory  of  his  father, 

Dr.  Clemens  Sommer 
G  .71 .27.1 

Georges  Rouault  (French,  1871-1958) 
Miserere 

58  engravings,  31  1/2  x  15  3/4 

Gift  of  Colonel  Kenneth  R.  Bland,  Arlington,  Virginia 
G.71.43.1 

Carol  Summers  (American,  born  1925) 
Tantric  Landscape 
woodcut,  37  x  24 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for  the 

Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
72.17.10 

Vaughan  Trowbridge  (American,  born  1869) 
Hillside,  Alhambra 

colored  etching,  11  1/2  x  8  1/2  (mat  opening) 

Gift  of  Mrs.  John  W.  Williams,  Durham,  through  the  North  Carolina 

Art  Society 
G.71.32.2 
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Victor  Vasarely  (French,  born  Hungary,  1908) 
Ion  from  Hommage  a  I'Hexagon  portfolio 
screenprint,  26  3/4  x  26  3/4 
Museum  Purchase  Fund 
71.49.1 

James  Abbott  McNeill  Whistler  (American,  1834-1903) 
Little  Annie 
etching,  6  1/2x4  3/4 

Gift  of  Mrs.  John  W.  Williams,  Durham,  through  the  North  Carolina 

Art  Society 
G.71.32.1 

James  Abbott  McNeill  Whistler  (American,  1834-1903),  J.  Young  and  C.A. 
Knight 

Anacapa  Island  in  Santa  Barbara  Channel  1854 

engraving,  6  3/4  x  10 

Gift  of  Dr.  Louise  Hall,  Durham 

G.71.33.3 

Anders  Leonard  Zorn  (Swedish,  1860-1920) 
Portrait  of  St.  Gaudens 
etching,  9  1/2  x  6  7/8  (mat  opening) 

Gift  of  Mrs.  John  W.  Williams,  Durham,  through  the  North  Carolina 

Art  Society 
G.71.32.5 

Decorative  Arts  African  (Bakuba) 

Mask 

wood  and  fiber,  with  cowries,  beads  and  fur,  12  1/2  x  9  x  9 
Gift  of  Mr.  and  Mrs.  Eben  Alexander,  Jr.,  Winston-Salem 
G.73.6.1 

American,  Jugtown  N.  C.  (early  20th  century) 
Bowl  with  flared  rim 

ceramic,  Chinese  blue  glaze  on  red-violet  ground,  D:  9  1/2,  H:  3  1/2 

Gift  of  Mrs.  Max  Guggenheimer,  Lynchburg,  Virginia 

G.72.7.1 
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American,  Jugtown  N.  C.  (early  20th  century) 
Bowl  on  foot  rim 

ceramic,  Chinese  blue  glaze  on  red-violet  ground,  D:  6  3/4,  H:  4 

Gift  of  Mrs.  Max  Guggenheimer,  Lynchburg,  Virginia 

G.72.7.2 

American,  Jugtown  N.  C.  (early  20th  century) 
Vase 

ceramic,  Chinese  blue  glaze  on  red-violet  ground,  D:  3  7/8,  H:  5  1/2 

Gift  of  Mrs.  Max  Guggenheimer,  Lynchburg,  Virginia 

G.72.7.3 

American,  Jugtown  N.  C.  (early  20th  century) 
Vase  with  two  handles 

ceramic,  Chinese  blue  glaze  on  red-violet  ground,  D:  5  1/8,  H:  10 

Gift  of  Mrs.  Max  Guggenheimer,  Lynchburg,  Virginia 

G.72.7.4 

Brussels  (second  half  of  the  19th  century) 
Lace  (fifteen  pieces) 
Gift  of  Charles  W.  Stanford,  Raleigh 
G.71.38.1  -  .15 

Chinese  (18th  century) 
Fabric 

blue  silk  with  gold  metallic  overall  design,  87  x  70 
Gift  of  Mr.  and  Mrs.  William  W.  Dodge,  III,  Raleigh 
G.71.35.1 

Egyptian  (New  Kingdom  or  later,  after  1554  B.C.) 
Comb 

wood,  L:  4  1/8 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.2 

Egyptian  (Pre-dynastic) 
Jar 

redware,  H:  7  1/2 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.72.3.1 
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French 

Plates  (set  of  twelve) 

crystal,  with  gilt  rims,  D  (including  rim):  8  3/4 
Gift  of  Mrs.  Georges  Lurcy,  High  Point 
G.72.13.2 

Greek  (Attic,  750-725  B.C.) 
Geometric  jug  or  tankard 
buffware,  H:  7  7/8 
Museum  Purchase  Fund 
72.1.2 

Japanese 

Female  mask 

wood,  painted,  H:  8  1/2,  W:  5  1/4 

Gift  of  Mr.  and  Mrs.  W.  Ney  Evans,  Alexandria,  Virginia 
G.73.9.1 

Japanese 

Male  mask 

wood,  painted,  H:  8,  W:  6  1/4 

Gift  of  Mr.  and  Mrs.  W.  Ney  Evans,  Alexandria,  Virginia 
G.73.9.2 

Japanese 

Wolf  mask 

wood,  painted,  H:  6  1/2,  W:  4  1/2 

Gift  of  Mr.  and  Mrs.  W.  Ney  Evans,  Alexandria,  Virginia 
G.73.9.3 

Robert  Keith  Black  (American,  contemporary) 

Jar  with  lid  (Purchase  Award,  North  Carolina  Craftsmen  1971) 

stoneware,  H:  19  1/2 

Gift  of  the  North  Carolina  Arts  Council 

G.71.29.1 

Sylvia  Heyden  (Swiss,  born  1927) 
Moon  Crater 

mixed  media  tapestry,  63  x  66 

Gift  of  Dr.  and  Mrs.  James  H.  Semans,  Durham 

G.73.11.1 
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Gilbert  C.  Johnson  (American,  N.  C,  contemporary) 

Compote  with  Veils  (Purchase  Award,  North  Carolina  Craftsmen 
1973) 

silver  glass,  D  (top):  7,  H:  6  3/4 

Gift  of  the  Carolina  Designer  Craftsmen 

G.73.13.1 


Arlene  Kukafka  (American,  contemporary) 

In  the  Backyard  (Purchase  Award,  North  Carolina  Craftsmen  1971) 

dyed  wool,  34  1/2  x  19  1/2 

Gift  of  the  North  Carolina  Arts  Council 

G.71.29.2 


Paul  Minnis  (American,  contemporary) 

Clay  relief  (Purchase  Award,  North  Carolina  Craftsmen  1971) 
wood  and  stoneware,  25  1/2  x  20  7/8 
Gift  of  the  Carolina  Designer  Craftsmen 
G.71.30.1 


Elaine  Reed  (American,  contemporary) 

Making  Waves  (Purchase  Award,  North  Carolina  Craftsmen  1971) 
stoneware  and  gold  lustre,  H:  36  5/8 
Gift  of  the  North  Carolina  Arts  Council 
G.71.29.4 

Dorothy  Satterfield  (American,  N.  C,  contemporary) 

Outer  Banks  (Purchase  Award,  North  Carolina  Craftsmen  1973) 
wool,  linen  and  synthetics,  36  x  16  1/2 
Gift  of  the  North  Carolina  Arts  Council 
G.73.12.1 

Mel  Someroski  (American,  N.  C,  contemporary) 

Headpiece  (Purchase  Award,  North  Carolina  Craftsmen  1973) 

Peruvian  wool,  D:  10,  L:  13  1/2 

Gift  of  the  North  Carolina  Arts  Council 

Gilbert  C.  Johnson,  Compote  with  Ve//s. 

Gift  of  the  Carolina  Designer  Craftsmen.  G. 73. 12. 2 
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Louise  Todd  (American,  contemporary) 

Classic  (Purchase  Award,  North  Carolina  Craftsmen  1971) 

wool  and  guinea  feathers,  35  x  21 

Gift  of  the  North  Carolina  Arts  Council 

G.71.29.3 

Alma  Tischer  (American,  N.  C,  contemporary) 

Tapestry  (Purchase  Award,  North  Carolina  Craftsmen  1973) 
mixed,  47  x  32  1/4 

Gift  of  the  North  Carolina  Arts  Council 
G.73.12.3 

Chris  Yarborough  (American,  N.  C,  contemporary) 

Necklace  (Purchase  Award,  North  Carolina  Craftsmen  1973) 

linen  and  copper,  L:  17 

Gift  of  the  North  Carolina  Arts  Council 

G.73.12.4 

Chris  Yarborough  (American,  N.  C,  contemporary) 

Necklaces  (two)  (Purchase  Awards,  North  Carolina  Craftsmen  1973) 

wool,  linen  and  copper,  L:  18  1/2 

Gifts  of  the  North  Carolina  Arts  Council 

G.73.12.5-.6 


Pastels  (96) 
Watercolors  (453) 

Sketchbooks  (12,  containing  46  leaves) 
Drawings  and  sketches  (1,226) 
Prints  (73) 


Hobson  Pittman  Bequest 

(to  be  accessioned) 


Hobson  Pittman  (American,  1900-1971) 
Oil  paintings  (22) 
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Students  and  friends  of  Hobson  Pittman 
Oil  paintings  (64) 
Pastels  (2) 
Watercolors  (19) 
Drawings  (18) 
Prints  (30) 

Collage,  tempera,  mixed  media  (5) 

Study  and  Loan  Collections  American,  19th  century 

Portrait  of  a  Woman 
canvas,  22  1/2  x  27 

Gift  of  Mrs.  Ira  Julian,  Winston-Salem 
Study  Collection 

Etruscan,  6th  century  B.C. 
Chalice 

bucchero  ware,  h:  6 1/2 

Gift  of  Mr.  and  Mrs.  W.  Ney  Evans,  Alexandria,  Virginia 
Study  Collection 

Italian  (Venetian),  late  18th  century 
Christ  and  the  Adulteress 
canvas,  25  11/16  x  37  7/8 
Gift  of  Mrs.  William  Gage  Brady,  Asheville 
Loan  Collection 

Spanish,  20th  century 

Rondo  of  Isabel  de  Castille 
wood,  diameter:  5 

Gift  of  Mrs.  John  W.  Williams,  Durham,  through  the  North  Carolina 

Art  Society 
Study  Collection 

Leonard  Baskin  (American,  born  1922) 
Gabriel 

lithograph,  28  x  21  1/2 

Gift  of  Dr.  and  Mrs.  Abram  Kanof,  Raleigh 

Study  Collection 
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Anne  Brigadier  (American,  contemporary) 
Orient.  1969 

collage  on  canvas,  15  x  13  1/2 

Gift  of  Dr.  and  Mrs.  Emmanuel  K.  Schwartz,  New  York 
Loan  Collection 

Anne  Brigadier  (American,  contemporary) 
Planet.  1969 

oil  and  collage  on  canvas,  9  x  14 

Gift  of  Dr.  and  Mrs.  Emmanuel  K.  Schwartz,  New  York 
Loan  Collection 

Eleanor  Davis  (American,  contemporary) 
Dahlias 

canvas,  20  1/8  x  16 

Gift  of  the  North  Carolina  Art  Society 
Loan  Collection 

Eleanor  Davis  (American,  contemporary) 
Beach  Scene 
canvas,  9  1/4  x  15 

Gift  of  the  North  Carolina  Art  Society 
Loan  Collection 

Gerrit  Hondius  (Dutch,  1891-1970) 

St/7/  Life  with  Fruit  and  Flowers.  1968 
oil  on  masonite,  39  x  23  1/2 

Gift  of  Dr.  and  Mrs.  Emmanuel  K.  Schwartz,  New  York 
Loan  Collection 

J.  La  Tour  (French,  20th  century) 
Landscape  with  Peasant.  1926 
oil  on  canvas,  21  1/2  x  17  3/4 
Gift  of  Dr.  Louise  E.  Hall,  Durham 
Loan  Collection 
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Elizabeth  Amie  Page  (American,  born  1908) 
Hollyhocks 
oil,  7  3/4  x  11 

Gift  of  Dr.  Louise  E.  Hall,  Durham 
Loan  Collection 

Edith  Saunders  (American,  contemporary) 
Shadows  and  Daisies 
acrylic  on  canvas,  24  1/2  x  18  1/8 
Gift  of  the  North  Carolina  Art  Society 
Loan  Collection 

Reta  Shacknove  (American,  contemporary 
Counterpoint.  1968 
oil  and  acrylic  on  canvas,  48  x  60 
Gift  of  Saul  Rosen,  Paterson,  New  Jersey 
Loan  Collection 

William  T.  Williams  (American,  contemporary) 
Fifty  Seven  Thirty  One 
lithograph,  12  x  24  1/2 
Gift  of  Dr.  and  Mrs.  Abram  Kanof,  Raleigh 
Study  Collection 


Long-Term  Loans  to  the  Museum  Lent  by  the  Hanes  Corporation,  Winston-Salem 

African  sculpture  (forty-eight  pieces) 

Lent  by  Mrs.  Georges  Lurcy,  High  Point: 

Eugene  Boudin  (French,  1824-1898) 
Harbour  at  Trouville 

Mary  Cassatt  (American,  1844-1926) 
L'Enfant 

Raoul  Dufy  (French,  1877-1953) 
Nice,  le  Gueridon 
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Mary  Cassatt,  L'Enfant.  Long-term  loan  from  Mrs.  Georges  Lurcy. 
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Henri  Fantin-Latour  (French,  1836-1904) 

Still  Life  —  Roses 
Pierre  Auguste  Renoir  (French,  1841-1904) 

Portrait  of  a  Child 
Alfred  Sisley  (French,  1839-1899) 

Seascape 

Vincent  van  Gogh  (Dutch,  1853-1890) 
La  Vue  du  Pare 

Mary  Duke  Biddle  Gallery  for  the  Blind      African  (Sierra  Leone) 

Figures  (two) 
stone,  H :  6  and  7 

Gift  of  Edward  H.  Merrin,  New  York 

African  (Lake  Chad) 
Funerary  figure 
clay,  H:  9  1/2 

Gift  of  Edward  H.  Merrin,  New  York 
African 

Throwing  knife,  decoratively  incised 
bronze,  L:  18  3/4 

Gift  of  Edward  H.  Merrin,  New  York 

African  (Senufo) 

Woman  with  a  child 

wood,  14  1/2  x  10  1/4 

Gift  of  Edward  H.  Merrin,  New  York 

African  (Yoruba) 

Ceremonial  dish  in  the  form  of  a  bird 

wood,  15  1/2  x  21  1/2 

Gift  of  Edward  H.  Merrin,  New  York 

American  (1830-1890) 

Goblets  (twenty-eight) 
glass 

Gift  of  John  Kern,  Jr.,  Hobe  Sound,  Florida 
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Chinese  (18th  century) 

Finials  for  tassel  hangings  (two) 

nephrite,  2  9/16  x  3  1/2  and  2  5/8  x  3  7/16 

Gift  of  Mrs.  Roberta  L.  English,  New  York 

Chinese  (Late  Middle  Chou,  ca.  946-600  B.C.) 
Ritual  vessel 

bronze,  H:  4  1/4,  D:  2  1/2 

Gift  of  Mrs.  Roberta  L.  English,  New  York 

Chinese  (Sung  period,  960-1260) 
Saucer 

ceramic  with  Ling  Chuan  glaze,  H:  1  5/8,  D:  4  1/2 
Gift  of  Jennis  R.  Galloway,  Greenwich,  Connecticut 

Chinese  (K'ang  hsi  period  1662-1795) 
Vase  in  shape  of  a  salt  bag 
porcelain,  H:  19 

Gift  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 
Chinese 

Coins  with  square  hole  in  center  (four) 

bronze,  D:  2  1/8,  1  7/8,  1  7/8,  1  1/8 

Gifts  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 

Chinese  (18th  century) 

Carving:  pomegranate,  beetle  and  flower 
jade,  H:  2  3/4 

Gift  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 

Chinese  (18th  century) 

Cylindrical  form,  with  clouds  and  calligraphy 
ivory,  D:  1  7/8 

Gift  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 

Chinese  (19th  century) 

Oval  cut  for  a  pendant 
glass,  D:  1  3/4 

Gift  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 
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William  E.  Artis,  Michael.  Purchased 
with  the  aid  of  funds  from  the 
National  Endowment  for  the  Arts  and 
the  North  Carolina  Art  Society 
(Robert  F.  Phifer  Funds).  Mary  Duke 
Biddle  Gallery  for  the  Blind. 


Eskimo 
Seal 

greenstone,  H:  6  1/2 

Gift  of  Dr.  and  Mrs.  Albert  M.  Jenkins,  Raleigh 

Japanese  (late  18th  century) 
Vases  (pair) 
porcelain,  H:  9  1/2 

Gift  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 

Japanese  (19th  century) 

Lid  of  a  box  embossed  with  spring  flowers 
silver,  H:  5  1/8,  W:  3 

Gift  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 

Korean  (Koryo  period ,  918-1392) 
Ewer 

ceramic  with  celadon  green  ground,  H:  9  1/2 
Gift  of  Frank  Caro,  New  York 

Mexican  (Pre-Columbian) 

Pottery  (twenty-one  pieces);  Stone  slab  with  handstone 
Gift  of  Mr.  and  Mrs.  Cedric  Marks,  New  York 

Vera  Cruz  (600-900) 
Yoke 

stone,  H:  16,  W:  14  1/4 

Gift  of  Mrs.  Ann  G.  Nisenson,  Los  Angeles 

William  E.  Artis  (American,  N.  C,  born  1914) 
Michael 

terracotta,  H:  10 

Purchased  with  the  aid  of  funds  from  the  National  Endowment  for  the 
Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 

Joe  Brown  (American,  born  1909) 
Crawl 

bronze,  L:  26  1/4 

Gift  of  IBM  Corporation,  Research  Triangle  Park,  North  Carolina 
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Joe  Brown  (American,  born  1909) 
Pieta  1944 
bronze,  H:  12 

Gift  of  Raleigh  Alumnae  Association,  Kappa  Kappa  Gamma;  North 
Carolina  Department  of  Social  Services,  New  Hanover  Co., 
Wilmington;  Mrs.  Martha  Woodson,  Raleigh;  Mrs.  Marjorie 
McCune,  Asheville 


Ch'en  Chi  Chung 

Chung  Kuei  and  his  Demons,  1206 

handscroll  painting  in  three  parts,  L:  340,  W:  22  1/8 

Gift  of  Mrs.  Paul  Jernigan,  Beaufort,  South  Carolina 


John  Cody  (American,  contemporary) 
Earthman 
soapstone,  H:  21 

Gift  of  Thomas  S.  Kenan,  III,  in  memory  of  Miss  Mary  Switzer 


John  Cody  (American,  contemporary) 
Legacy 

serpentine,  36  x  36 
Gift  of  the  artist 


Dean  Kennedy  (American,  born  1943) 
Frog 

Georgia  marble,  H:  10,  L:  21  1/2 

Gift  of  Mr.  and  Mrs.  Abe  Greenberg,  Durham 


Luigi  Panzeri  (Italian,  contemporary) 
The  Last  Caress 
bronze,  H:  16  1/4 

Gift  of  Alex  Davis,  Severna  Park,  Maryland;  John  Davis,  Durham; 
Robert  Davis,  Henderson 


J.  Togeron  (Jamaican,  contemporary) 
Couple  Dancing 

Joe  Brown,  Crawl.  Gift  of  IBM  WOOd,  H:  7  1/2 

Corporation.  Mary  Duke  Biddle  Gallery 

for  the  Blind.  Gift  of  Mrs.  H.  W.  Schmidt,  Durham 
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Education 

(See  section  one  for  description  of  other  education  programs) 

Public  Tours  School  children  given  guided  tours:  63,349 

Members  of  civic  groups,  clubs,  churches  and  other  organizations  given 

guided  tours:  6,183. 
Total  number  given  guided  tours:  69,532. 


Docent  Training  Program  Guest  lecturers:  Dr.  Dario  A.  Covi,  Head,  Art  Department,  Duke  University, 

"Leonardo  in  the  Workshop  of  Verrochio;"  Elizabeth  Reid,  senior  docent, 
"European  Comparisons;"  Ted  Potter,  Director,  Gallery  of  Contemporary  Art, 
Winston-Salem,  gallery  talk  on  the  34th  annual  North  Carolina  Artists  Exhi- 
bition; Robert  Schlageter,  Associate  Director,  Ackland  Art  Center,  Chapel 
Hill,  "The  Language  of  Art;"  Hans  Gassman,  Conservator,  "The  Portraits  of 
Sir  Walter  Raleigh  in  North  Carolina  and  Virginia;"  Barbara  Lassiter,  President, 
Reynolda  House,  Winston-Salem,  "Thomas  Eakins;"  Robert  Byrnes,  Assistant 
Professor,  School  of  Design,  North  Carolina  State  University,  Raleigh,  "Ameri- 
can Architecture;"  Margaret  Williams,  Chairman,  Department  of  Art,  St. 
Mary's  College,  Raleigh,  "The  Moravians;"  Gene  Bunker,  University  of  North 
Carolina  at  Asheville,  "Porcelain  Making"  including  a  pottery  demonstration 
at  the  Museum  of  History;  Evelyn  Kriegel,  advanced  docent,  "Art  Travels 
in  Spain;"  Robert  Hobbs,  "The  Imaginary  World  of  Lyonel  Feininger;"  Mrs. 
Howard  Thomas,  "The  Work  of  Howard  Thomas;"  and  Dr.  Donald  Kuspit, 
Associate  Professor  of  Art,  University  of  North  Carolina  at  Chapel  Hill, 
"The  Abstract  Expressionists." 


In-School  Volunteer  Program 


1971:  sixty-six  classes  visited  (1,980  students) 
1972:  sixty-seven  classes  visited  (1,827  students) 


Teacher  Seminars 


July,  1972  (one  week-long  seminar);  June  1973  (two  week-long  seminars): 
Total  attendance,  105  teachers 


Opposite  page 


Three  teacher  seminars,  "Art  and  your  Feelings,"  were  attended  by  105  teachers  from  across  North  Carolina. 
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Extension  Service 


Reproductions — sales  beginning  October  1972: 

1972  57  sales,  71  sets 

1973  121  sales,  213  sets 


Public  Events 


In  conjunction  with  North  Carolina 
Heritage  Week  1973,  Joe  Lowrey, 
artist  in  residence  for  the  Hickory 
city  schools,  gave  a  demonstration 
of  his  technique. 


Slides  loaded  through  North  Carolina  public  libraries  —  beginning  November 
1972: 

1972  7  requests 

1973  9  requests 
Total  16  requests 

Museum  slides — general  and  graded: 

1971-72  225  sets 

1973  311  sets 

Total  536  sets 

Museum  slides — other  lectures: 

1971-72  47  sets 

1973  21  sets 

Total  68  sets 

Information  on  educational  materials  and  services  available  from  the  NCMA: 
Classroom  teachers    600  packets 

Public  libraries  400  packets 


Guest  Lecturers 

Adelyn  FJreeskin,  Curator  of  Contemporary  Art,  National  Collection  of  Fine 
Arts,  "Rise  of  Women  Artists,"  March  26,  1972. 

Round-table  discussion,  "Women  Artists:  Today  and  Tomorrow,"  Mackey 
Jeffries,  Edith  London,  Annette  Marsland,  Anne  Hill,  Anne  Kesler  Shields, 
Maud  Catewood,  Anne  Wall  Thomas,  April  9,  1972. 

Norman  Pendergraft,  North  Carolina  Central  University,  "Afro-American 
Art,  Past  and  Present,"  May  7,  1972. 

Derek  Southall,  English  artist,  lecture  and  film,  January,  1973. 
Joe  Lowrey,  artist  in  residence,  Hickory  city  schools,  demonstration,  April 
10,  1973  (in  conjunction  with  North  Carolina  Heritage  Week). 
Cordon  Hanes,  "African  Sculpture  in  the  collection  of  the  Hanes  Corpora- 
tion," May  24,  1973. 
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The  Interrelationship  of  the  Arts  Series 

Porter  Williams,  Jr.,  "William  Blake's  Songs  of  Innocence  and  of  Experience," 
March  11,  1973. 

Harry  A.  Hargrave,  "Victorian  Art:  The  Worship  of  Sorrow,"  March  18,  1973. 
Max  Halperen,  "Art  and  Theater,"  March  25,  1973. 

Anthony  N.  Landreau,  "The  Influence  of  Historical  Hand  Weaving  on  Con- 
temporary Textile  Arts,"  April  8,  1973  (in  conjunction  with  the  opening  of  the 
North  Carolina  Craftsmen,  1973  exhibition). 

Poetry  Readings  (Arranged  in  cooperation  with  the  Southern  Poetry  Review): 

Sam  Ragan,  Ardis  Kimzey,  Betty  Adcock,  Campbell  Reeves,  November  14, 1971. 
Guy  Owen,  Sally  Buckner,  Tom  Walters,  Ardis  Kimzey,  Betty  Adcock,  Camp- 
bell Reeves,  Joan  Warlick,  Michael  Reynolds,  Peggy  Shriver,  William  H.  Sprunt, 
III,  Wanda  Canada,  James  Applewhite,  Julia  Fields,  Thad  Stem,  Jr.,  Ted  Malone, 
Pat  Outlaw  Cooper,  and  Mae  Woods  Bell,  all  North  Carolina  poets,  summer 
series,  June  and  July,  1972. 

Drama 

Aristophanes,  The  Frogs,  presented  by  "The  Exiles,"  Alec  Dantre,  director, 
March  5,  1972. 

Concerts 

DiCecco — Kitchen  Duo,  Duke  University,  Luca  DiCecco,  cello;  Joseph 

Kitchen,  piano,  October  3,  1971. 

Franklyn  Noll,  soprano,  November  21,  1971. 

George  Lucktenberg,  harpsichold,  December  5,  1971. 

Corbert  —  Rae  Consorte,  jazz.  Paul  Minnis,  accordion  and  cordovox;  Todd 
Ferrell,  percussion;  Charles  Burt,  organ  and  synthesizer;  and  Jerry  Davis, 
classic  and  electric  guitar,  January  16,  1972. 

Carolina  Horn  Quintet,  Einar  Anderson,  french  horn;  Almut  Burian,  viola; 
Cathy  Logan,  cello;  Geanine  Zenge,  violin  and  viola;  Larry  Evans,  violin, 
February  13, 1972. 
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Raleigh  Pro  Musica  Ensemble,  Eduardo  Ostergen,  director;  Peter  Wolf, 
harpsichord;  Judy  Ledbetter  and  Phyllis  Garris,  violins;  Terry  Edsall,  viola; 
Perry  Scott,  cello;  Tony  Danby  and  Ann  Huffaker,  oboe;  Harry  McLamb 
and  Betty  Boal,  trumpet,  and  Kenneth  Crawley,  accompanist,  March  19,  1972. 
DiCecco — Kitchen  Duo,  Duke  University,  October  29,  1972. 
Stephen  Bell,  classical  guitar,  February  11,  1973. 
Jean-Jacques  Kantarow,  violin,  April  1,  1973. 
Gayle  Smith,  cello,  May  6,  1973. 

Films 

"Museum  without  Walls,"  co-sponsored  with  the  North  Carolina  State 
Library,  and  held  in  the  Archives  and  History  auditorium: 
Picasso:  War,  Peace  and  Love;  Goya,  October  3,  1972. 
Giotto  and  the  Pre-Renaissance;  Crete  and  Mycenae,  October  10,  1972. 
The  Art  Conservator;  Kinetic  Art  in  Paris;  The  Impressionists,  October  17, 1972. 
Le  Corbusier;  The  Greek  Temple,  October  24,  1972. 
Cubist  Epoch;  Germany  —  Dada,  October  31,  1972. 
Michelangelo,  The  last  of  the  Giants,  December  7, 1971. 
The  Civilization  series  by  Kenneth  Clark,  was  shown  courtesy  of  the  North 
Carolina  Art  Society  to  museum  docents  and  staff  during  the  1971-72  sea- 
son. 
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EXHIBITIONS 


North  Carolina  Craftsmen,  1971.  September  12  —  October  10,  1971  (Co- 
sponsored  by  the  North  Carolina  Arts  Council). 

34th  Annual  North  Carolina  Artists  Exhibition.  December  1,  1971  —  January 
23,  1972. 

Women:  A  Historical  Survey  of  Works  by  Women  Artists.  March  24  —  April 
20,  1972.  (In  conjunction  with  the  Fine  Arts  Center,  Salem  College,  Winston- 
Salem)  February  25  —  March  20,  Winston-Salem. 

Romare  Beardon:  The  Prevalence  of  Ritual.  May  3  —  June  11,  1972. 

Award  Winners:  34th  Annual  North  Carolina  Artists  Exhibition.  June  25  — 
July  30,  1972. 

Recent  Acquisitions  and  Loans.  July  16  —  October  1,  1972.  (Inaugural 
exhibition,  main  floor  temporary  exhibition  gallery). 

North  Carolina  Gallery:  An  Introductory  Exhibition.  October  5  —  November 
26,  1972. 

Noel.  November  29,  1972  —  January  6,  1973. 

35th  Annual  North  Carolina  Artists  Exhibition.  November  29,  1972  — 
January  21,  1973. 

Howard  Thomas:  Late  Works.  February  4  —  March  4,  1973. 

Robert  F.  Phifer  Collection.  March  30  —  May  13,  1973. 

African  Sculpture,  lent  by  the  Hanes  Corporation,  March  13  —  August  15, 
1973. 

North  Carolina  Craftsmen,  1973.  April  8  —  May  20,  1973  (Co-sponsored  by 
the  North  Carolina  Arts  Council). 

Past  Award  Winners.  March  21  —  April  20,  1973  (inaugural  exhibition, 
North  Carolina  Gallery). 

Formulation:  Articulation  —  Josef  Albers.  April  22  —  May  20,  1973. 
Drawings,  USA/71.  May  19  —  June  9,  1973. 

Award  Winners:  35th  Annual  North  Carolina  Artists  Exhibition.  June  3  —  July  15, 
1973. 

Recent  Acquisitions.  June  17  —  August  26,  1973. 
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Robert  F.  Phifer  Collection 


North  Carolina  Museum  of  Art  Qaleigh 

Robert  F.  Phifer  Collection  (March  30-May  13,  1973). 
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Mary  Duke  Biddle  Gallery  for  the  Blind:     Curator's  Choice  from  the  Collection.  May  14  -  August,  1971. 

Sea  Shells  from  the  Sea  Shore.  July  27  —  October  2,  1971. 
North  Carolina  Potters.  September  12  —  October  2,  1971. 
The  World  of  Sport  (Sculpture  of  Joe  Brown.)  November  2  —  December  31, 

1971  (also  exhibited  in  Charlotte  and  North  Wilkesboro). 
The  Orient.  November  15,  1971  —  March  31,  1972. 
Carol  Renninger.  April  16  —  June  15,  1972. 
Latest  Gifts.  July  16  —  December  31,  1972. 

Animal  Kingdom  (Sculpture  of  Antoine  Louis  Barye).  September  1  - 

December  31,  1972. 
Charles  Arcier.  January  14  —  March  11,  1973. 
William  E.  Artis.  March  25  —  May  22,  1973. 
Charles  F.  Chamberlain.  May  30  —  July  22,  1973. 


Loan  of  the  Month  Exhibitions  June  —  July,  1971 

Anonymous  North  Carolina  Collection 
Henri  Matisse,  Cove  at  Collioure 

August  —  September,  1971 
Mrs.  Arthur  W.  Levy,  Raleigh 
Sabastian  Vrancx,  Summer 

October,  1971 

Mr.  Eugene  H.  Ballard,  Salisbury 
Jan  van  Leyden,  Winter  Scene 

November,  1971 

Mrs.  Arthur  W.  Levy,  Raleigh 

Sebastian  Vrancx,  Winter 

December,  1971 

Mrs.  Bruce  Magruder,  Raleigh 

Jacques  Busbee,  Christ  Church,  Raleigh 

January,  1972 

Mr.  and  Mrs.  Mason  Thomas,  Chapel  Hill 
Attributed  to  Mario  Nuzzi,  Flowers 
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Sculpture  and  ceramics  by  William  E.  Artis  on  view  in  the  Mary  Duke  Biddle  Gallery. 
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February,  1972 
Anonymous  Lender 
Paul  Feiler,  Orbus  VII 

March,  1972 

Messrs  Hugh  and  Richard  Chatham,  Elkin 

Joshua  Reynolds,  Master  William  Trenchard  Holding  a  Cricket  Bat 


Lenders  to  the  Exhibitions  (Not  included  are  the  artists  lending  their  own  works  to  the  North  Carolina 

Artists  Exhibitions  or  the  Craftsmen  Exhibitions.) 

The  William  Hayes  Ackland  Memorial  Art  Center,  Chapel  Hill 

Charles  F.  Arcier,  Cuddlebackville,  New  York 

William  E.  Artis,  Mankato,  Minnesota 

Eugene  H.  Ballard,  Salisbury 

The  Baltimore  Museum  of  Art 

Mrs.  Harry  C.  Bentley,  Kinston 

Berry-Hill  Galleries,  Inc.,  New  York 

The  Canton  Art  Institute,  Ohio 

Sylvia  Carewe,  New  York 

Charles  Chamberlain,  Greenville 

Richard  Chatham,  Elkin 

Mr.  and  Mrs.  Arthur  A.  Cohen,  New  York 

Corcoran  Gallery  of  Art,  Washington,  D.  C. 

L.  L.  Davis,  Winston-Salem 

Herbert  E.  Feist,  New  York 

Mrs.  Viola  Fire,  New  York 

The  Forbes  Magazine  Collection,  New  York 

Mr.  and  Mrs.  Lewis  B.  Frumkes,  New  York 

Galeria  Bonino,  Ltd.,  New  York 

Gallerie  Chalette,  New  York 

Graham  Gallery,  New  York 

Mr.  and  Mrs.  Abe  Greenberg,  Durham 

Mrs.  H.  Griffenhagen,  Winston-Salem 

Solomon  R.  Guggenheim  Museum,  New  York 

Hammer  Galleries,  New  York 

Hanes  Corporation,  Winston-Salem 
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V.  H.  Hanson,  III,  Birmingham,  Alabama 

Rev.  D.  R.  Heiges,  Gettysburg,  Pennsylvania 

Rev.  Donald  W.  Herb,  New  York 

Mr.  and  Mrs.  Frederick  D.  Hill,  New  York 

Dr.  Nell  Hirschberg,  Raleigh 

Hirschl  &  Adler  Galleries,  Inc.,  New  York 

Sidney  Janis  Gallery,  New  York 

Dr.  and  Mrs.  Albert  M.  Jenkins,  Raleigh 

Mr.  and  Mrs.  Ira  Julian,  Winston-Salem 

Coe  Kerr  Gallery,  New  York 

M.  Knoedler  &  Company,  Inc.,  New  York 

Dr.  and  Mrs.  Leonard  V.  Kornblee,  New  York 

Kraushaar  Galleries,  New  York 

C.  Lange,  Newark,  Delaware 

Mrs.  Barbara  B.  Lassiter,  New  York 

Lerner-Misrachi  Gallery,  New  York 

Mrs.  Arthur  W.  Levy,  Raleigh 

E.  Lindon,  Winston-Salem 

Mrs.  Georges  Lurcy,  High  Point 

Dr.  and  Mrs.  Fletcher  McDowell,  New  York 

Mrs.  Bruce  Magruder,  Raleigh 

Marlborough  Gallery,  Inc.,  New  York 

The  Metropolitan  Museum  of  Art,  New  York 

The  Mint  Museum  of  Art,  Charlotte 

The  Minnesota  Museum  of  Art,  Saint  Paul 

The  Montclair  Art  Museum,  New  Jersey 

The  Museum  of  Modern  Art,  New  York 

John  Bernard  Myers  Gallery,  New  York 

National  Collection  of  Fine  Arts,  Smithsonian  Institution,  Washington,  D.  C. 
Newhouse  Galleries,  Inc.,  New  York 

North  Carolina  State  University  School  of  Design,  Raleigh 

The  Pace  Gallery,  New  York 

Dr.  and  Mrs.  George  W.  Paschal,  Jr.,  Raleigh 

The  Phillips  Collection,  Washington,  D.  C. 

Raydon  Gallery,  New  York 

Carol  Renninger,  Greensboro 

H.  Shickman  Gallery,  New  York 

Dr.  and  Mrs.  Joseph  C.  Sloane,  Chapel  Hill 
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Ira  Spanierman,  Inc.,  New  York 

Dr.  and  Mrs.  William  Sprunt,  Raleigh 

Captain  and  Mrs.  Lawrence  E.  Stahl,  Brussels,  Belgium 

E.  V.  Thaw  &  Company,  Inc.,  New  York 

Mr.  and  Mrs.  Mason  Thomas,  Chapel  Hill 

The  University  of  Iowa  Museum  of  Art,  Iowa  City 

The  Virginia  Museum  of  Fine  Arts,  Richmond 

Charmion  von  Wiegand,  New  York 

The  Wachovia  Bank  and  Trust  Company,  Winston-Salem 

The  Weatherspoon  Art  Gallery,  Greensboro 

Whitney  Museum  of  American  Art,  New  York 

Col.  Van  R.  White,  Mebane 

Wildenstein  &  Company,  Inc.,  New  York 

Mr.  and  Mrs.  Benjamin  F.  Williams,  Raleigh 

Dr.  and  Mrs.  Peter  N.  Witt,  Knightdale 

Mr.  and  Mrs.  Tessim  Zorach,  Brooklyn,  New  York 


Participators  in  the  program  during  the  biennium: 

Asheville  Art  Museum;  Atlantic  Christian  College,  Wilson;  Chapel  Hill  Art 
Guild;  Cape  Fear  Technical  Institute,  Wilmington;  Chowan  College, 
Murfreesboro;  Davidson  County  Art  Guild,  Lexington;  Davidson  County 
Community  College,  Lexington;  Davie  County  Public  Library,  Mocksville; 
East  Carolina  University,  Greenville;  Edgecombe  County  Memorial  Library, 
Tarboro;  Fort  Bragg  Library;  Guilford  Technical  Institute,  Jamestown;  Golds 
boro  Art  Center;  High  Point  Public  Library;  Isothermal  Community  College 
Spindale;  Library  Gallery,  Southern  Pines;  Louisburg  College;  Lee  County 
Library,  Sanford;  Less-McRae  College,  Banner  Elk;  Lenoir  Community  Col- 
lege, Kinston;  Pfeiffer  College,  Misenheimer;  Paddison  Memorial  Library, 
Kernersville;  George  H.  Brown  Public  Library,  Washington;  Person  County 
Public  Library,  Roxboro;  Queens  College,  Charlotte;  Richmond  Technical 
Institute,  Hamlet;  Rockingham  Community  College,  Wentworth;  Robeson 
County  Public  Library,  Lumberton;  Southeastern  Community  College, 
Whiteville;  St.  John's  Art  Gallery,  Wilmington;  Sampson  Technical  Institute, 
Clinton;  Frances  Brooks  Stein  Memorial  Library,  Fayetteville;  Technical 
Institute  of  Alamance,  Burlington;  Transylvania  County  Public  Library, 
Brevard;  Union  County  Public  Library,  Monroe;  Wren  Memorial  Library, 
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Siler  City;  Wilson  County  Technical  Institute,  Wilson;  Warren  Wilson  Colleg 
Swannanoa;  Western  Carolina  University,  Cullowhee;  Western  Piedmont 
Community  College,  Morganton;  Wilkes  Community  College,  North  Wilkes 
boro. 
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OUTGOING  LOANS 


To  Temporary  Exhibitions  Art  Gallery  of  Ontario,  Canada  and  traveling  itinerary 

"French  Master  Drawings  of  the  17th  and  18th  centuries" 
September,  1972  -  April,  1973 
Jean  Antoine  Watteau,  Landscape 

Birmingham  Museum  of  Art,  Alabama  and  Museum  of  Fine  Arts,  Montgomery, 
Alabama 

"Veronese  and  His  Studio:  In  North  American  Collections" 
October  1,  1972  —  January  1,  1973 
Paolo  Veronese,  The  Baptism  of  Christ 

Brandywine  River  Museum,  Chadds  Ford,  Pennsylvania 

"N.  C.  Wyeth  Exhibition" 

May  20  —  October  15,  1972 

N.  C.  Wyeth,  Corn  Harvest  on  the  Brandywine 

The  Cleveland  Museum  of  Art,  Ohio 

"Caravaggio  and  His  Followers" 

October  27,  1971  —  January  2,  1972 

Gerard  Seghers,  St.  Peter  Denying  Christ 

Jean  Leclerc,  The  Angel  Freeing  St.  Peter  from  Prison 

Corcoran  Gallery  of  Art,  Washington 
"Wilderness" 

October  1  —  November  14,  1971 
Ralph  Blakelock,  Sunrise 

William  C.  A.  Frerichs,  Storm  Over  the  Blue  Ridge 

Delta  Sigma  Theta,  Inc.,  Benton  Convention  Center,  Winston-Salem 
"Reflections:  The  Afro-American  Artist" 
October  8  —  15,  1972 
Ellis  Wilson,  To  Market 

The  Denver  Art  Museum,  Colorado 

"Baroque  Art:  Era  of  Elegance" 

October  3  —  November  15,  1971 

Hendrick  Terbrugghen,  Young  Man  with  Wineglass 

Rembrandt  van  Rijn,  Young  Man  with  a  Sword 
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Duke  University  Museum  of  Art,  Durham 
"Moliere  Festival  Exhibition" 
February  21  —  March  20,  1973 

Eight  works  from  the  permanent  collection:  sculpture,  drawings,  tapestry, 

and  paintings,  including: 
Claude  Lorrain,  Landscape  with  Herdsman  near  Tivoli 
Alexandre-Francois  Desportes,  An  Urn  of  Flowers  with  a  Rabbit 

First  Union  National  Bank  of  North  Carolina,  Asheville 

"Asheville  Arts  Festival" 

March  28  —  April  15,  1973 

Joe  King,  Portrait  of  Queen  Elizabeth  II 

Hammer  Galleries,  New  York 

October  —  November,  1972 

Joe  King,  Portrait  of  Queen  Elizabeth  II 

Haus  der  Kunst,  Munich  and  Kunsthaus,  Zurich 
"Lyonel  Feininger  Exhibition" 

March  24  —  May  13,  1973  and  May  25  —  July  22,  1973 
Lyonel  Feininger,  Green  Bridge 

Hecksher  Museum,  Huntington,  New  York 
"Mistaken  Identity" 
December  17,  1972  —  January  28,  1973 
Jean  Michelin,  The  Poultry  Merchant 

Korner's  Folly,  Kernersville,  North  Carolina 

On  the  occasion  of  the  reopening  of  Korner's  home  to  the  public 
March  1973,  indefinite  loan 
Jules  Gilmer  Korner,  Self  Portrait 

Meredith  College,  Raleigh 

"Claude  Howell" 

September  22  —  October  22,  1972 

Claude  Howell,  Beach  Umbrellas  and  Mending  Nets 
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M.  H.  de  Young  Memorial  Museum,  San  Francisco 
"Andrew  Wyeth  Exhibition" 
June  16  —  September  4,  1973 
Andrew  Wyeth,  Winter  7946 

Museum  of  Fine  Arts,  St.  Petersburg,  Florida 
"The  Good  Life" 

September  28  —  November  28,  1971 

Charles  Blauvelt,  The  German  Emigrant  Enquiring  His  Way 

Museum  of  International  Folk  Art,  Santa  Fe,  New  Mexico 

"What  is  Folk  Art" 

May  1973  —  December  31,  1974 

Ben  Owens,  Jugtown  ware  (four  pieces) 

National  Academy  of  Design,  New  York 

148th  Annual  Exhibition,  in  memoriam  inclusion 

February  24  —  March  18,  1973 

Hobson  Pittman,  Ladies  at  a  Performance 

National  Gallery  of  Art,  Washington 
"American  Impressionist  Painting" 

July  1  —  August  26,  1973,  National  Gallery  of  Art;  September  18  — 

November  2,  1973,  Whitney  Museum  of  American  Art;  December  15, 
1973  —  January  31,  1974,  Cincinnati  Art  Museum;  March  8  —  April 
29,  1974,  North  Carolina  Museum  of  Art 

Robert  Vonnoh,  Winter  Sun  and  Shadow 

The  Pennsylvania  State  University  College  of  Arts  and  Architecture, 
"The  World  of  Hobson  Pittman" 
November  19  —  December  24,  1972 

Hobson  Pittman,  House  in  the  Country  and  The  Conversation 

Procter  Art  Center,  Bard  College,  Annandale-on-Hudson,  New  York 

"Stefan  Hirsch  Retrospective" 

September  9  —  19,  1973 

Stefan  Hirsch,  Central  Park,  New  York 
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Salem  College  Fine  Arts  Center,  Winston-Salem 

"Wall  Hangings  and  the  Mabel  Brady  Jugtown  Collection" 

September  10  —  26,  1972 

Arlene  Kukafka,  In  the  Backyard 

The  Tate  Gallery 

"The  Age  of  Charles  I" 

November  15,  1972  —  January  14,  1973 

Anthony  Van  Dyck,  Mary,  Duchess  of  Lennox 

Peter  Paul  Rubens,  Dr.  Theodore  Turquet  de  Mayerne 

University  of  Iowa  Museum  of  Art,  Iowa  City 
"Paintings  by  Howard  Thomas" 

September  27  —  October  29,  1972,  University  of  Iowa  Museum  of  Art; 

November  6  —  November  27,  1972,  University  of  Wisconsin  (Milwaukee) 
Fine  Art  Gallery;  February  4  —  March  4,  1973,  North  Carolina  Museum 
Art;  June  17  —  July  29,  1973,  University  of  Georgia  —  Georgia  Museum 
of  Art. 

Howard  Thomas,  White  Bridge 

Wake  Forest  University  Department  of  Art,  Winston-Salem 
"Drawings  from  the  NCMA" 
January  10  —  31,  1973 
fifteen  drawings 

Andrew  Dickson  White  Museum  of  Art  at  Cornell  University,  Ithaca, 

New  York 
"Views  of  Venice" 
September  7  —  October  17,  1971 

Antonio  Canaletto,  Capriccio:  The  Rialto  Bridge  and  the  Church  of  5. 
Giorgio  Maggiore 

Whitney  Museum  of  American  Art,  New  York 

"Works  of  Winslow  Homer" 

April  2  —  June  3,  1973 

Winslow  Homer,  Weaning  the  Calf 
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Wildenstein  and  Company,  New  York 
"Flower  Paintings" 
April  3  —  May  5,  1973 

Alexandre-Francois  Desportes,  An  Urn  of  Flowers  with  a  Rabbit 


To  North  Carolina 

State  Government  Agencies 


Borrowing  Agencies: 

Archives  and  History,  Social  Rehabilitation  and  Control,  Department  of  Ad- 
ministration, N.  C.  Arts  Council,  Attorney  General,  N.  C.  State  Bar,  Adminis- 
trative Office  of  the  Courts,  Administration  Building,  Cultural  Resources, 
State  Library,  Art  Society,  Executive  Mansion,  Governor's  Offices,  Depart- 
ment of  Human  Resources,  N.  C.  Insurance  Department,  State  Legislature, 
Department  of  Military  and  Veterans  Affairs,  Museum  of  History,  Natural 
and  Economic  Resources,  Property  Control  and  Construction  Division, 
Commissioner  of  Revenue,  Secretary  of  State,  Social  Rehabilitation  and  Con- 
trol, Social  Services,  Supreme  Court,  State  Treasurer,  Department  of 
Transportation  and  Highway  Safety,  State  Budget  Officer,  N.  C.  State 
University. 


Works  Lent: 

Josef  Albers,  Hommage  au  Carre"  (four  silkscreen  prints) 
American,  19th  century,  Anne  Taylor  Busbee 
American,  Clouds-Blue  Day  in  June 
Leonid  Berman,  Siam 

Attributed  to  Jan  Frans  van  Bloemen,  Landscape  with  Fortune-teller  and 

Sheperdesses 
David  Blythe,  A  Match  Seller 
Leon  Bonnet,  Landscape 
Joseph  Boston,  In  the  Adirondacks 
Ann  Brigadier,  Planet 
Ann  Brigadier,  Orient 
Henry  Buell,  Near  St.  Ives 
Charles  G.  Chapman,  Cornered 
Paul  Cornoyer,  Madison  Square 
Joe  Cox,  Yellow  Wall 
William  Crocker,  Autumn 
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Charles  Daubigny,  Landscape 

Paul  Dougherty,  July  Morning 

John  Ward  Dunsmore,  Reverie 

English,  Derby,  Jardinieres  (three) 

Edgar  Ewing,  Blue  Barbecue 

French,  ca.  1850,  Bust  of  Napoleon 

W.C.A.  Frerichs,  The  Fall  of  the  Tamahaka 

W.C.A.  Frerichs,  Storm  over  the  Blue  Ridge 

Birge  Harrison,  Night  Sinks  into  the  Sea 

Birge  Harrison,  Evening  on  the  Seine 

Thomas  Hinckley,  Deer  in  Landscape 

Arthur  Hoeber,  Landscape 

Cerrit  Hondius,  Toward  my  Studio 

John  Hoppner,  Lady  Louisa  Manners 

Claude  Howell,  Mending  Nets 

Claude  Howell,  Beach  Umbrellas 

David  Johnson,  Portrait  of  Lafayette  (copy  after  Samuel  F.  B.  Morse) 

Jugtown  ware  (six  pieces) 

Cyril  Kay-Scott,  Landscape,  1923 

Joe  King,  Portrait  of  Queen  Elizabeth  II 

H.  M.  Kitchell,  Autumn  Landscape 

Sir  Godfrey  Kneller,  The  Deer  Hunt 

Konn-Cyola,  Landscape 

John  R.  Koopman,  Landscape  —  Sea  Pines 

Jules  Gilmer  Korner,  Landscape 

Jules  Gilmer  Korner,  Landscape,  1874 

Frank  von  der  Lancken,  Landscape 

Harry  Leith-Ross,  Snow  Scene 

John  Chapman  Lewis,  Night  Trawlers 

Phillipe-Jacques  Loutherberg,  Summer 

Michele  Marieschi,  Castello  near  Venice 

M.  Merrman,  Landscape  with  Cows 

Walter  Meyner,  Winter  Twilight 

Philip  Moose,  On  De/os 

Arnold  Munzinger,  Lake  of  Lucerne  with  Rocky  Shore 
Attributed  to  Bartolome  Esteban  Murillo,  Landscape 
G.  Glenn  Newell,  The  Lane  to  the  Brook 
Louis  Orr,  etchings  of  North  Carolina  landmarks  (sixteen) 
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Attributed  to  Charles  Wilson  Peale,  Girl  with  Chicken 

Hobson  Pittman,  Flowers  in  Three  Vases 

Julian  Rix,  Seascape 

Julian  Rix,  Landscape  A 

Julian  Rix,  Landscape  B 

Etienne  Ret,  Horses 

Rachel  Ruysch,  St/7/  Life 

Jaroslav  Serpan,  Ogaliuf 

Reta  Shacknove,  Aerial  City:  Study  in  Counterpoint 

Roswell  Shurtleff,  Evening  near  Rockaway 

G.  J.  Stengel,  Now  Come  Still  Evening 

Maurice  Sterne,  Flowers 

Maurice  Sterne,  Higgins  Pier 

Thomas  Sully,  Mrs.  John  Ellis 

Arthur  F.  Tait,  Stag  and  Doe  in  Landscape 

Walter  Thrift,  Plateau  Canyon  II 

T.  G.  Vibert,  Cook  and  Poultry 

Arthur  W.  Woelfle,  The  Sarah  Constant 

N.  C.  Wyeth,  Corn  Harvest  on  the  Brandywine 
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Conservation 


Restoration  1971  -  1972: 

Gerard  Seghers,  Saint  Peter  Denying  Christ 
John  Hesselius,  Portrait  of  Thomas  Sprigge 
William  C.  A.  Frerichs,  Shipwreck 
Theodor  Rombouts,  Backgammon  Players 
Pieter  de  Hooch,  Reveille 

Charles  Blauvelt,  The  German  Emigrant  Enquiring  his  Way 
Abbott  Thayer,  Portrait  of  a  Woman 
Phifer  collection  (several  works) 

1972  -  1973: 

Egyptian,  Ptolemaic  relief 
French,  Auvergne,  Madonna  and  Child 
Cima,  Virgin  and  Child  in  a  Landscape 
Thomas  Gainsborough,  John  Scrimegeour 
Erich  Heckel,  Landscape  with  a  Canal 
Robert  Partin,  Behemoth 

Attributed  to  Jan  Frans  van  Bloemen,  Landscape  with  Fortune-teller 

and  Shepherdesses 
Hyacinthe  Rigaud,  Louis  XV 
Thomas  Sully,  Sully  Children 


Framing  Raphael,  St.  Jerome  Punishing  the  Heretic  Sabinian 

Peter  Paul  Rubens,  Portrait  of  Dr.  Theodore  Mayerne  (traveling  frame) 

Georgia  O'Keeffe,  Cebolla  Church 

John  Kensett,  Sunset  Landscape 

Walter  Murch,  Car  Heater 

Long-term  loans  from  Mrs.  Georges  Lurcy 

Prints  and  drawings 
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Public  Information 


News  Releases  198  news  releases  prepared  for  175  state  and  national  newspapers  and 

periodicals,  fourteen  TV  stations  and  150  radio  stations. 


Press  Coverage  Approximately  21,156  column  inches  of  newspaper  space,  560  photographs. 

Sixteen  sets  of  television  spot  announcements,  thirteen  sets  of  radio  spot 
announcements  prepared  for  state  stations. 


Television  Appearances  Charles  Stanford,  Moussa  M.  Domit,  Benjamin  F.  Williams,  Dorothy  B. 

Rennie,  Maya  Reid,  Jerome  E.  Sikorski,  and  Beverly  Wolter  on  stations  in 
Raleigh,  Durham,  Chapel  Hill,  Charlotte,  Greensboro,  High  Point, 
and  Winston-Salem. 
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North  Carolina  Craftsmen,  1973  (April  8-May  20,  1973). 
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PUBLICATIONS 


North  Carolina  Museum  of  Art  Bulletin:  three  issues  (Vol.  XI,  nos.  1  -  4, 
139  pp.,  92  illus.,  average  edition  3,000).  Contents:  nos.  1  -  2,  Biennial 
Report;  no.  3,  William  Kelly  Simpson,  "Two  Egyptian  Bas  Reliefs  of  the 
Late  Old  Kingdom"  and  Philipp  Fehl,  "The  Placement  of  Canova's 
Hercules  and  Lichas  in  the  Palazzo  Torlonia";  no.  4,  Justus  Bier,  "Two 
Gothic  Altarwings  in  Raleigh"  and  Philipp  Fehl,  "Pictorial  Precedents 
for  the  Representation  of  Doge  Lionardo  Loredano  in  Batoni's  Triumph 
of  Venice". 

Calendar  of  Art  Events:  1971-1972,  nine  issues  (76  pp.,  44  illus.,  average 
edition  3,000);  1972-1973,  ten  issues,  average  edition  3,500). 

Docent  Newsletter:  eleven  issues,  average  edition  170. 
Museum  gallery  guide. 

Mary  Duke  Biddle  Gallery  for  the  Blind,  brochure,  edition  10,000. 
Masterpieces  in  the  North  Carolina  Museum  of  Art,  2nd  edition,  1972,  86 
pp.,  41  illus.,  edition  5,000. 


North  Carolina  Craftsmen,  7977  (September,  1971),  20  pp.,  7  illus. 
34th  Annual  North  Carolina  Artists  Exhibition  (December,  1971),  48  pp., 
57  illus. 

North  Carolina  Artists  Traveling  Exhibition:  Part  I  -  Part  II  (February,  1972), 
30  pp.,  44  illus. 

Women:  A  Historical  Survey  of  Works  by  Women  Artists  (March,  1972),  58 
pp.,  92  illus. 

Award  Winners:  34th  Annual  North  Carolina  Artists  Exhibition  (June,  1972), 

6  page  foldout,  11  illus. 
35th  Annual  North  Carolina  Artists  Exhibition  (November,  1972),  35  pp., 

13  illus. 

Robert  F.  Phifer  Collection  (March,  1973),  97  pp.,  60  illus. 
North  Carolina  Craftsmen,  1973  (April,  1973),  20  pp.,  7  illus. 


The  World  of  Sport,  Mary  Duke  Biddle  Gallery  for  the  Blind  (November, 
1971). 

Charles  Arcier,  Mary  Duke  Biddle  Gallery  for  the  Blind  (January,  1972). 
Recent  Acquisitions  and  Loans  (July,  1972) 

North  Carolina  Gallery:  An  Introductory  Exhibition  (October,  1972). 
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Noel  (November,  1972). 
African  Sculpture  (March,  1973) 

Formulation:  Articulation  — josef  Albers  (April,  1973) 
Charles  Chamberlain  (May,  1973). 

Award  Winners:  35th  North  Carolina  Artists  Exhibition  (June,  1973). 


Reproductions  Series  of  eight  11  x  14  inch  color  reproductions  made  possible  through  a 

grant  from  the  Thomasville  Furniture  Industries  Foundation.  Sold  in  sets 
with  information  sheet  on  each  painting:  Rembrandt,  Young  Man  with 
a  Sword;  Jordaens,  Holy  Family;  Francis  Speight,  Sans  Souci  Ferry; 
Jacob  Lawrence,  Forward;  Ernst  Ludwig  Kirchner,  Young  Shepherd  with 
Flower;  Eugene  Boudin  L'Entree  du  Port  de  Trouville;  Franz  Kline, 
Orange  Outline;  William  Ranney,  The  Alarm,  First  News  of  the  Battle  of 
Lexington. 


Post  Cards,  Note  Cards  Esaias  van  de  Velde,  Winter  Scene,  edition  2,000. 

Francois  Boucher,  Landscape  with  a  Mill  and  Ruins,  edition  2,000. 
Titian,  The  Adoration  of  the  Child,  edition  3,000. 
Claude  Monet,  La  Falaise  d'Etretat,  edition  5,000. 
Egid  Quirin  Asam,  Adoring  Angel,  edition  5,000. 
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LIBRARY 


Acquisitions 


Volumes  by  gift  or  purchase,  330;  catalogues  received  through  museum 
exchange  program,  558;  bulletins  and  calendars  received  through  museum 
exchange  program,  250;  subscriptions  to  periodicals,  32. 


Photography 


Negatives,  866;  black  and  white  prints,  5,542;  transparencies,  73;  slides, 
2,934. 


Cataloguing 


Number  of  volumes  catalogued,  2,178;  number  of  volumes  re-catalogued, 
410. 


Donors 


Josef  Albers,  Katherine  Pendleton  Arrington  Estate,  Mrs.  Clifton  L.  Benson, 
Sr.,  Mrs.  Augustus  W.  Bachman,  Dr.  Justus  Bier,  Moussa  M.  Domit,  Edwin 
Gill,  Dr.  Louise  Hall,  Mr.  and  Mrs.  Gordon  Hanes,  Dr.  Abram  Kanof,  Mrs. 
Peggy  Jo  Kirby,  Dr.  Kermit  Knudtzen,  Samuel  H.  Kress  Foundation,  Mrs. 
Georges  Lurcy,  David  Mandel,  Dr.  and  Mrs.  George  W.  Paschal,  Jr.,  Mrs. 
Lillian  Pierce,  Miss  Mabel  Pugh,  Ralph  Reeves,  Jerome  Sikorski,  Charles  W. 
Stanford,  Mrs.  Frank  W.  Taylor,  Mrs.  W.  Clyde  Ward,  Ben  F.  Williams,  Dr. 
and  Mrs.  Peter  Witt,  Eric  Young. 
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ORGANIZATION 


Board  of  Trustees  Egbert  L.  Davis,  Jr.,  Chairman 

(July  1,  1971  —  June  30,  1973) 

Ex-Officio: 

(Through  January  4,1973)  Robert  W.  Scott,  Governor  of  the  State  of  North 
Carolina 

(From  January  5, 1973)  James  E.  Holshouser,  Governor  of  the  State  of  North 
Carolina 

Craig  Phillips,  Superintendent  of  Public  Instruction  of  the  State  of  North 
Carolina 

Appointed  by  the  Governor: 

Smith  Bagley 

Mrs.  L.  Y.  FJallentine 

Mrs.  Larry  Cohen 

Egbert  L.  Davis,  Jr. 

Mrs.  Arthur  W.  Levy,  Jr.  (deceased) 

Edwin  Gill 

Mrs.  Ira  Julian 

Thomas  S.  Kenan,  III 

Mrs.  James  Semans 

Joseph  C.  Sloane 

Elected  by  the  North  Carolina  Art  Society: 

Harry  L.  Dalton 

Mrs.  Arthur  W.  Levy,  Jr.  (deceased) 
Mrs.  George  W.  Paschal,  Jr. 
Joseph  C.  Sloane 
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Charles  W.  Stanford,  Direct  or  (on  official  leave  of  absence) 

Moussa  M.  Domit,  Acting  Director 

William  T.  Beckwith,  Operations  Administrator 

Kathy  McCarter,  Administrative  Secretary  to  the  Director 

Benjamin  F.  Williams,  Head  Curator,  American  Painting  and  the  Decorative 
Arts 

Justus  Bier,  Director  Emeritus  and  Curator  of  Sculpture 

Gay  Hertzman,  /Associate  Curator  of  European  Painting 

Maya  M.  Reid,  Associate  Curator  of  the  Mary  Duke  Biddle  Gallery  for  the 

Blind  and  Coordinator  of  Circulating  Exhibitions 
Peggy  Jo  Kirby,  Registrar  and  Assistant  Curator  of  Prints  and  Drawings 
Huston  Blume,  Assistant  Registrar 
Ardath  Goldstein,  Assistant  Registrar,  temporary 

Dorothy  B.  Rennie,  Head,  Museum  Education 
Jerome  Sikorski,  Associate  Head,  Extension  Service 
Nora  Shepard,  Coordinator,  Tours  and  Volunteers 
Beatrice  Holbrook,  Librarian 
Janie  S.  Wood,  Assistant,  Slides  and  Photographs 

Beverly  Wolter,  Public  Information  Officer 
Inge  Witt,  Sally  D.  Siewert,  Editorial  Assistants 

Jennie  Wilson,  Sarah  Wise,  Minota  Brents,  Arlene  Wills,  Secretarial 

Gus  Martin,  Photographer 

Richard  Evans,  Assistant  Photographer 

Frances  H.  Myers, Bookshop  Manager 

Frank  Manly,  Preparator 

Branton  L.  Olive,  Assistant  Preparator 

Dennis  Anderson,  Technical  Supervisor,  temporary 
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Staff  Changes  Moussa  M.  Domit  was  appointed  Associate  Director,  January  1, 1972;  Acting 

(July  1,  1971  —  June  30,  1973)  Director,  February  1,  1973. 

Charles  W.  Stanford,  Director,  was  granted  a  leave  of  absence  effective 

February  1, 1973. 
Charlotte  V.  Brown,  Assistant  Curator,  resigned  August  31 ,1971. 
Jerome  E.  Sikorski  was  appointed  Assistant  Curator  of  Education  September 
1,  1971. 

Gay  Hertzman  was  appointed  Assistant  Curator  of  Art  October  6,  1971. 
Peggy  Jo  Kirby  was  appointed  Registrar  July  1, 1971. 

Beverly  Wolter,  Public  Information  Officer,  was  transferred  to  the  Office  of 

Public  Affairs,  Department  of  Cultural  Resources  July,  1972. 
Patricia  Walters  was  appointed  Assistant  Registrar  August  1 ,1971  and  resigned 

November  30,  1972. 
Huston  Blume  was  appointed  Assistant  Registrar  December  1,  1972. 
Linda  Grimsley  was  appointed  Editorial  Assistant  April,  1972  under  the 
Emergency  Employment  Act,  and  resigned  May  31,  1973. 
Richard  E.  Evans  was  appointed  Assistant  Photographer  November  1,  1971. 
Evelyn  D.  O'Neal,  Secretary  to  the  Director  since  March  27, 1961,  resigned 

March  2,  1972. 

Helen  H.  Johnston,  Secretary,  was  appointed  August  1, 1971,  and  resigned 
October  15,  1971. 

Mary  Jane  Vaughan,  Secretary,  was  appointed  October  15, 1971,  and  resigned 
January  30,  1973. 

Sally  L.  Pasint,  Secretary,  was  appointed  June  1,1 972  and  resigned  August 
28, 1972. 

Jen  R.Wilson  was  appointed  Secretary  to  the  Associate  Director  January  1, 
1973,  and  was  transferred  to  Administration,  Department  of  Cultural  Re- 
sources August  1,  1973. 

Kathy  McCarter  was  appointed  Administrative  Secretary  to  the  Director 
February  1 ,1973  and  Assistant  Secretary,  Department  of  Cultural  Re- 
sources, July  1,  1973. 

Arthur  H.  Wood  lief,  Museum  Guard,  resigned  June  30, 1971 . 

James  A.  Smith,  Museum  Guard,  was  appointed  November  1, 1971. 

ErnestM.  Riddle,  Museum  Guard  resigned  November1,1971. 

George  Evans, MuseumGuard.wasappointed  Novemberl,  1971. 

Aubrey  Brasher,  Museum  Guard,  retired  June  29, 1973. 

Samuel  B.  Barbour,  Museum  Guard,  was  appointed  June  25, 1973. 
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FINANCIAL  STATEMENT 


State  Appropriations 


1971-1972  1972-1973 
Appropriations  Expenditures  Appropriations  Expenditures 


Total  Requirements 

$614,473 

$552,294 

$665,157 

$662,604 

Less  Estimated  Receipts 

24,615 

23,831 

9,882 

10,479 

General  Fund  Appropriation 

(t  c  on  o  r o 

$589,858 

$528,463 

J>ODD,Z/ D 

■PODZ,  I  ZD 

SUMMARY  BY  PURPOSES: 

Administration 

$142,459 

$132,665 

$157,915 

$157,465 

Curatorial 

102,897 

94,202 

107,195 

106,900 

Exhibition  Expense 

14,464 

13,815 

13,457 

13,064 

Education 

58,074 

50,301 

63,263 

62,873 

Publications 

24,993 

23,339 

28,015 

27,351 

Library 

39,345 

36,193 

40,410 

40,294 

Custodial 

75,541 

69,704 

80,277 

80,031 

Art  Purchase  Fund 

156,700 

132,075 

174,625 

174,625 

TOTALS 

$614,473 

$552,294 

$665,157 

$662,604 

SUMMARY  BY  OBJECTS: 

Salaries  and  Wages 

$319,731 

$305,348 

$348,720 

$347,520 

Supplies  and  Materials 

10,739 

10,705 

12,132 

12,049 

Communications 

14,471 

14,333 

13,770 

13,768 

Travel  Expense 

4,916 

j,t>  j/ 

D,ZOJ 

Printing  and  Binding 

16,384 

14,411 

9,642 

9,370 

Repairs  and  Alterations 

15,914 

11,220 

11,147 

11,107 

Emergency  Generator  Equipment  6,500 

General  Expense 

8,447 

7,006 

11,688 

11,668 

Insurance  and  Bonding 

16,795 

16,795 

20,010 

20,010 

Equipment 

5,444 

4,358 

5,439 

5,213 

Retirement  Contributions 

25,299 

20,244 

29,662 

29,548 

Social  Security  Contributions 

13,133 

10,675 

17,235 

17,229 

Hospital  Benefits 

4,090 

4,050 

Salary  Continuation  Benefits 

1,312 

1,164 

Works  of  Art 

156,700 

132,075 

174,625 

174,625 

TOTALS 

$614,473 

$552,294 

$665,157 

$662,604 
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EDUCATIONAL  AND  GENERAL  PURPOSE 

Balance  beginning  July  1 

Receipts 

Total  balance  and  receipts 

Expenditures 

Balance  June  30 


1971-72 

$21,172.07 
5,496.01 
26,668.08 
2,207.00 

$24,461.08 


1972-73 

$24,461.08 
1,695.40 
26,156.48 
10,873.85 

$15,282.63 


COLLECTION  CATALOG 
Balance  beginning  July  1 
Receipts 

Total  balance  and  receipts 

Expenditures 

Balance  June  30 


$10,608.14 
363.60 
10,971.74 

$10,971.74 


$10,971.74 
150.50 
11,122.24 
1.00 
$11,121.24 


GALLERY  FOR  THE  BLIND 

Balance  beginning  July  1 
Receipts 

Total  balance  and  receipts 

Expenditures 

Balance  June  30 


$1  1,749.15 

1,749.15 
1,749.15 


BOOKSHOP 

Balance  beginning  July  1 

Receipts 

Total  balance  and  receipts 

Expenditures 

Balance  June  30 


\>  4,182.46 
32,616.33 
36,798.79 
32,502.97 

i  4,295.82 


i  4,295.82 
35,637.06 
39,932.88 
32,084.36 

i  7,848.52 


BLACK  MOUNTAIN  COLLEGE  PROJECT 

Balance  beginning  July  1 

Receipts 

Total  balance  and  receipts 

Expenditures 

Balance  June  30 


5  4,140.79 
30,000.00 
34,140.79 
27,834.18 

>  6,306.61 


&  6,306.61 
13,400.00 
19,706.61 
19,706.61 
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Museum  Staff 

(December,  1973) 


Moussa  M.  Domit,  Acting  Director 

Justus  Bier,  Director  Emeritus 

William  T.  Beckwith,  Operations  Administrator 


Benjamin  F.  Williams,  Head  Curator,  American  Painting  and  the  Decorative 
Arts 

Justus  Bier,  Curator  of  Sculpture 

Gay  Hertzman,  Curator  of  European  Painting 

Maya  M.  Reid,  Associate  Curator  of  the  Mary  Duke  Biddle  Gallery  for  the 

Blind  and  Coordinator  of  Circulating  Exhibitions 
Peggy  Jo  Kirby,  Registrar  and  Assistant  Curator  of  Prints  and  Drawings 
Susan  Smith,  Assistant  Registrar 
Huston  Blume,  /Assistant  Curator 

Dorothy  B.  Rennie,  Head,  Museum  Education 
Richard  Craven,  /Assistant  Head,  Museum  Education 
Nora  H.  Shepard,  Coordinator  of  Tours  and  Volunteers 
Cheryl  Warren,  Librarian 

Janie  S.  Wood,  Assistant  for  Slides  and  Photographs 
Gail  Cooper,  Library  Aid 

Patrick  H.  Sears,  Technical  Supervisor  and  Exhibitions  Designer 

Frank  Manly,  Preparator 

Branton  L.  Olive,  Assistant  Preparator 

James  McKeel,  Packer-Shipper 

K.  D.  Hill,  Head  Security  Officer 

Beverly  Wolter,  Public  Information  Officer 
Inge  Witt,  Sally  D.  Siewert,  Editorial  Assistants 
Gus  Martin,  Photographer 
Richard  Evans,  Assistant  Photographer 

Mary  Jarvis  Mitchell,  Minota  Brents,  Sarah  Wise,  Arlene  Wills,  Secretaries 
Frances  H.  Myers,  Bookshop  Manager 
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Department  of  Cultural  Resources 


Grace  J.  Rohrer,  Secretary 

Edgard  Marston,  Director,  Division  of  the  Arts 


Art  Commission  Joseph  C.  Sloane,  Chairman 

Mrs.  Ira  Julian,  Vice-Chairman 
Smith  Bagley 
Mrs.  Larry  Cohen 
Dr.  Emily  Farnham 
Edwin  Gill 


Gordon  Hanes 
Mrs.  George  W.  Paschal,  Jr. 
Mrs.  Marshall  Rauch 
Mrs.  James  Semans 
Finley  T.  White 


Commissioners  Emeritus 

Mrs.  Arthur  W.  Levy,  Jr.  (deceased) 

Harry  Dalton 

Honorary  Commissioner 
Egbert  L.  Davis,  Jr. 
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INTRODUCTION 


A  simple  glance  at  the  following  catalogue  of  this  year's  acquisitions,  or  at  the 
exhibition  it  accompanies,  will  suffice  to  demonstrate  that  the  North  Carolina 
Museum  of  Art  has  embarked  upon  a  stimulating  and,  we  think,  essential 
course:  the  recognition  of  the  artistic  heritage  of  cultures  other  than  our  own. 
It  will  also  reveal  that  this  has  not  meant  neglect  of  the  museum's  traditional 
emphasis  on  western  art.  Nor  even,  as  the  superb  mummy  cases  and  other 
Egyptian  objects  show,  has  it  meant  neglect  of  the  more  recent  development 
of  the  collection  of  ancient  art. 

The  vitality  of  the  acquisitions  process  of  the  NCMA  depends  in  equal 
measure  upon  art  purchase  funds  provided  by  legislative  appropriation  and 
upon  the  munificence  of  its  benefactors.  Without  substantial  purchase  resources 
it  would  be  very  difficult  for  the  museum  to  give  direction  to  the  growth  of 
the  collections  or  to  strengthen  areas  lacking  in  scope  or  quality.  These  are 
both  necessarily  gradual  processes.  The  degree  of  their  success  is  directly 
related,  not  only  to  the  quantity  of  funds,  but  also  to  the  availability  for 
purchase  of  suitable  material.  On  the  other  hand,  the  opportunity  for  gifts  to 
fundamentally  affect  the  makeup  of  the  collection  is  potentially  much  more 
dramatic.  The  most  obvious  examples  of  this  in  the  past  have  been  the  Kress 
gift  and  the  Phifer  bequest.  A  recent  case  in  point,  however,  is  the  splendid 
assemblage  of  over  two  hundred  African,  Oceanic,  North  American,  and 
Pre-Columbian  objects  which  have  come  to  the  museum  in  just  the  last  year 
through  the  generosity  of  nine  different  donors.  With  these  works  and  a 
smaller  group  of  gifts  from  last  year,  together  with  two  collections  of  twenty- 
four  and  seventeen  African  objects  respectively  which  the  museum  received 
this  year  for  eventual  conversion  to  gift,  a  truly  remarkable  collection  of  so- 
called  ethnic  or  ethnographic  art  has  been  created.  Thus,  entirely  through 
donation,  the  museum  was  able  for  the  first  time  since  the  Kress  gift  to  move 
on  a  large  scale  in  a  new  direction. 

Probably  the  most  spectacular  acquisitions  of  the  year,  and  surely  destined 
to  be  among  the  museum's  most  popular  possessions,  are  the  two  Egyptian 
mummy  cases  given  through  the  James  G.  Hanes  Memorial  Fund.  The  cases  are 
inherently  handsome  in  themselves.  One  can  easily  become  absorbed  in  the 
details  of  their  decoration  even  without  a  step  by  step  explanation  of  their 
iconography.  In  addition,  they  hold  a  special  fascination  since  they,  as  the 
Pyramids  do,  epitomize  in  the  western  mind  the  all-encompassing  preoccupa- 
tion of  the  ancient  Egyptian  culture  with  the  after-life. 

The  African,  Oceanic,  North  American,  and  Pre-Columbian  gifts  occupy  the 
major  portion  of  this  catalogue.  Because  of  the  space  limitation,  it  was  possible 
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to  present  only  a  small  selection  of  them  in  the  exhibition.  Even  so  —  shown 
here  together  as  they  are  for  the  first  time  and  probably  the  last  until  we  are 
able  to  install  them  in  the  new  museum  building  —  they  present  to  most  of  us 
an  unfamiliar  and  bewildering  world. 

This  world,  however  unfamiliar,  is  not  a  primitive  one.  For  some  time 
now,  and  for  good  reason,  the  term  "primitive  art"  has  been  out  of  fashion  as 
connoting  deficiency  of  the  art  or  the  artist  or  both.  This  term  has  been  by 
and  large  superseded  by  ethnic  or  ethnographic.  Ethnic,  "of  or  relating  to 
large  groups  of  people  classed  according  to  common  traits  or  customs,"  is 
the  more  general  of  the  two  and,  although  relatively  meaningless  in  this 
sense,  since  every  society  would  then  qualify,  may  be  preferable  to  ethnographic 
which,  as  relating  to  "descriptive  anthropology,"  rightly  or  wrongly  connotes 
sociological  rather  than  artistic  interest.  An  alternative  perhaps  is  to  describe 
such  objects  according  to  their  country  of  origin.  The  works  in  this  particular 
group  represent  a  great  variety  of  unrelated  cultures,  ranging  in  geography 
from  Nigeria  to  Melanesia  to  Alaska  to  Mexico  and  Peru,  in  time  from 
1000  B.C.  to  the  turn  of  this  century,  and  in  social  and  political  develop- 
ment from  empire  to  tribe,  from  extreme  sophistication  to  basic  simplicity. 
Acknowledging  this  great  diversity,  whatever  is  said  about  them  here  must 
be  recognized  as  generalities  which  will  obviously  have  exceptions. 

All  of  the  pieces  are,  in  one  sense  or  another,  utilitarian.  They  may  be 
intended  for  ceremonial  use,  as  in  the  case  of  a  mask,  or  for  household  use, 
as  a  vessel.  They  might,  indeed,  have  a  multiplicity  of  functions.  Some  of  them 
are  intrinsically  beautiful  — lovely  in  design  and  execution.  Some  are  purposely 
ugly  or  macabre.  Some  are  easily  recognizable  in  terms  of  their  subject  matter 
or  use.  Others  are  rendered  less  so  because  of  their  extreme  stylization  or 
exaggeration,  as  well  as  the  fact  that,  in  general,  they  were  created  in  con- 
ceptual rather  then  representational  terms.  Some  are  more  accessible  to  us 
than  others  simply  because  they  recall  the  art  of  Picasso,  Braque,  Kirchner  and 
the  other  leaders  of  certain  movements  at  the  beginning  of  this  century  when 
African  sculpture  was  "rediscovered."  But  to  deceive  ourselves  into  appreciat- 
ing this  art  because  of  its  modernity  in  that  sense  is  as  unfair  to  it  as  to  think  of 
it  only  in  terms  of  its  ethnographic  value  as  social  and  cultural  documentation. 

There  are  several  important  reasons  why  these  objects  are  better  ap- 
proached from  a  different  viewpoint  than  we  are  accustomed  to  doing  with  a 
Titian  painting  or  a  Delft  bowl.  The  distinctions  which  have  customarily  been 
made  in  European  art  since  the  Renaissance  between  major  and  minor  arts 
(fine  arts  and  decorative  arts),  and  between  the  arts  and  the  crafts,  are  simply 
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Sierra  Leone,  Mende  tribe,  Female  face  mask.  Gift  of  Mr.  and  Mrs.  Paul  E.  Maddy.  cat.  no. 
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not  applicable  here.  In  addition,  the  actual  age  of  a  specific  work  is  relatively 
unimportant  —  excepting,  of  course,  Pre-Columbian  art.  Because  of  the  climatic 
conditions  in  certain  of  the  areas  —  the  abundance  of  rain  in  southern  Nigeria 
for  example  —  as  well  as  the  constant  use  the  wooden  objects  were  subjected 
to,  many  are  no  more  than  one  hundred  years  old.  What  is  important  is  that, 
both  in  concept  and  execution,  this  art  represents  continuing,  complex,  and 
highly  developed  traditions  which  are  centuries  old.  These  traditions  sym- 
bolize the  highest  artistic  expression  of  a  culture.  It  is  on  that  basis  that  the 
works  are  presented  here. 

It  would  have  been  entirely  out  of  the  question,  even  with  the  total 
State  appropriation,  to  acquire  on  today's  art  market  a  comparable  group  of 
objects.  Neither  would  it  have  been  advisable  to  devote  the  entire  fund  to 
such  a  purpose.  The  emphasis  of  purchase  funds  during  this  particular  period 
was  instead  placed  primarily  upon  the  development  and  refinement  of  the 
American  collection.  This  collection  has  certainly  been  one  of  great  distinc- 
tion from  the  beginning.  However,  with  only  a  few  exceptions,  it  contained 
little  of  significance  from  the  nineteenth-century  landscapes  and  genre 
paintings  to  the  1955  Franz  Kline.  The  Frederick  Frieseke,  John  Twachtman 
and  Arthur  B.  Davies  paintings  acquired  this  year,  along  with  the  Andrew 
Wyeth,  George  Bellows  and  Robert  Vonnoh  purchases  from  the  last  biennium, 
and  the  Art  Society's  gifts  of  the  Georgia  O'Keeffe  and  now  the  monumental 
William  Merritt  Chase,  have  indeed  gone  a  long  way  toward  that  often- 
sought  goal  of  filling  a  gap. 

In  museums  of  a  general  nature,  the  phrase  "to  fill  a  gap"  tends  to  be  some- 
what overused  and  is  frequently  misunderstood.  Here  the  problem  of  interpreta- 
tion is  crucial.  A  gap  in  a  collection  might  mean  an  entire  school,  a  style,  a 
decade,  a  continent,  an  artist,  or  a  period  within  an  artist's  development.  The 
essential  point  is  that  there  must  be  justification  other  than  the  compulsive 
desire  to  be  encyclopedic.  Perhaps  the  question  regarding  a  potential  acquisi- 
tion shouldn't  be  whether  or  not  it  fills  a  gap,  but  whether  it  will  satisfy 
other  specific  needs.  The  ultimate  consideration  in  every  case,  however,  should 
be  the  intrinsic  merit  of  the  work  itself.  This  does  not  mean  that  every  museum 
acquisition  could  or  should  be  a  "masterpiece"  (a  term  probably  even  more 
overworked  than  gap),  or  even  a  major  work.  One  of  the  joys  of  museum 
experience  is  variety  on  many  levels.  For  example,  if  for  no  other  reason  than 
its  grand  scale,  the  Frieseke,  The  Garden  Parasol  is  an  important  work.  It  was 
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intended  to  be,  and  is,  a  stunning  painting.  The  cool,  quiet  Twachtman  green- 
house scene  makes  no  such  pretensions  and  is  a  perfect  complement  to  the 
Frieseke.  It  is  infinitely  unassuming  in  subject  and  execution  as  well  as  scale. 
Yet,  it  equally  well  represents  the  genius  of  the  artist  and,  even  when  seen 
next  to  the  Frieseke  as  it  was  in  the  recent  American  Impressionists  show,  it 
holds  its  own  as  a  significant  work. 

Other  purchases  of  the  year  included  a  group  of  contemporary  prints. 
These  were  acquired  with  the  remainder  of  a  National  Endowment  for  the 
Arts  grant  for  the  purchase  of  works  by  living  American  artists  and  with 
matching  funds  provided  by  the  North  Carolina  Art  Society.  The  grant  has 
enabled  the  museum  during  the  past  two  years  to  establish  a  nucleus  of 
prints  by  artists  working  in  the  vanguard  of  today's  movements.  It  also  made 
possible  the  acquisition  of  an  important  gouache  by  one  of  the  country's  fore- 
most artists,  Mark  Tobey. 

Needless  to  say,  the  museum  is  indebted  to  the  donors  whose  generosity 
made  this  year's  acquisitions  so  impressive.  As  will  be  noted  in  the  following 
catalogue,  the  James  G.  Hanes  Memorial  Fund  contributed  substantially  to 
the  Egyptian,  Pre-Columbian,  African,  Oceanic  and  North  American 
collections.  The  rest  of  the  African  and  Pre-Columbian  material  was  given 
by  the  following  donors:  Mr.  and  Mrs.  Paul  E.  Maddy;  Mr.  and  Mrs.  Benno 
Hurwitz;  Mr.  Lewis  W.  Pate;  Mr.  and  Mrs.  Ira  H.  Levy;  Mr.  Edward  D.  Stone; 
and  Mr.  and  Mrs.  Mace  Neufeld.  The  loans  of  African  objects  to  be  converted 
to  gifts  mentioned  above  are  from  Mr.  and  Mrs.  A.  Harvey  Schreter  and  the 
family  of  Mr.  Herbert  D.  Hammond. 

Among  other  gifts  during  the  year  were  the  outstanding  William  Merritt 
Chase  given  by  the  Art  Society  in  honor  of  State  Treasurer  Edwin  Gill;  a 
charming  watercolor  by  Jean-Baptiste  Leprince  and  a  set  of  forty  Duck  Stamp 
Prints  from  Mrs.  Nancy  S.  Reynolds;  a  rare  portfolio  of  thirteen  etchings  by 
Lovis  Corinth,  a  gift  of  Mrs.  E.  P.  Uiberall;  a  handsome  nineteenth-century 
Romantic  landscape  by  Robert  Duncanson  from  Mr.  Peter  A.  Vogt;  a  delight- 
ful portfolio  of  thirteen  lithographs  by  Israeli  artist  Moshe  Tamir  from  Mrs. 
Henry  A.  Markus;  a  fine  painting  by  a  North  Carolina  artist,  Willie  B.  Grimes, 
given  by  Mrs.  Doak  Finch;  a  fifteenth-century  Italian  chest  which  had  been 
on  loan  to  the  museum  for  a  number  of  years  from  Mr.  William  H.  Stephenson; 
and  an  entire  eighteenth-century  drawing  room  given  by  Wake  Forest  Uni- 
versity. Other  donations  were  from  Mr.  and  Mrs.  Roy  Wilder,  Jr.;  Miss 
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John  Henry  Twachtman,  In  (he  Greenhouse.  Museum  Purchase  Fund.  cat. 
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Sophie  D.  Busbee;  Mr.  Charles  J.  Oppenheim,  Jr.;  Mr.  and  Mrs.  Robert  L. 
Davis;  Mr.  and  Mrs.  A.  Harvey  Schreter;  the  Marjorie  N.  Pearson  bequest; 
and  the  Mordecai  House  Historical  Society. 

To  all  the  donors,  as  well  as  to  those  who  contributed  funds  for  other 
museum  programs,  we  take  this  opportunity  to  express  the  fullest  measure  of 
gratitude. 

Moussa  M.  Domit 
Acting  Director 
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Arthur  B.  Davies,  America  Singing.  Museum  Purchase  Fund. 
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1.  William  Merritt  Chase  (American,  1849  -  1916) 

Dorothy,  Helen  and  Bob  ca.  1905 

Oil  on  canvas,  76  3/4  x  48  1/4  inches  (194.9  x  122.5  cm.) 

Gift  of  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds)  in 

honor  of  Edwin  Gill 

G.73.3.3  (illus.  p.  6) 

2.  Arthur  B.  Davies  (American,  1862  -  1928) 

America  Singing  ca.  1925 

Oil  on  canvas,  40  1/8  x  26  1/8  inches  (101.9  x  66.3  cm.) 
Museum  Purchase  Fund 
G.73.1.5  (illus.  p.  76; 

3.  Robert  S.  Duncanson  (American,  1817/22  -  1872) 

Montreal  1865 

Oil  on  canvas,  9  3/4  x  17  inches  (24.8  x  43.1  cm.) 
Gift  of  Peter  A.  Vogt,  Lakeview,  New  York 
G.74.4.1  (illus.  p.  18) 

4.  Frederick  Carl  Frieseke  (American,  1874  -  1939) 

The  Garden  Parasol  1910 

Oil  on  canvas,  57  x  76  5/8  inches  (144.8  x  194.6  cm.) 
Museum  Purchase  Fund 
73.1.4  (illus.  p.  W) 

5.  Willie  B.  Grimes  (American,  N.  C,  born  1948) 

Carr  Street  Window  1972 
Oil  on  canvas,  29  x  20  inches  (73.6  x  50.8  cm.) 
Gift  of  Mrs.  Doak  Finch,  Thomasville 
G.74.5.1  (illus.  p.  20) 

6.  Jean-Baptiste  Leprince  (French,  1733  -  1781) 

Les  Plaisirs  de  la  Solitude 

Watercolor,  8  7/8x6  1/2  inches  (22.5  x  16.5  cm.) 

Gift  of  Mrs.  Nancy  S.  Reynolds,  Greenwich,  Connecticut 

G.73.25.1  (illus.  p.  19) 

7.  Mark  Tobey  (American,  born  1890) 

Picnic  1956 

Tempera,  24  x  36  1/4  inches  (60.9  x  92.1  cm.) 

Purchased  with  funds  from  the  National  Endowment  for  the  Arts 
and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G.73.7.2  (illus.  p.  21) 

8.  John  Henry  Twachtman  (American,  1853  -  1902) 

In  the  Greenhouse  1890  -  1902 

Oil  on  canvas,  25  x  16  inches  (63.5  x  40.6  cm.) 

Museum  Purchase  Fund 

73.1.3  (illus.  p.  12) 
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Robert  S.  Duncanson,  Montreal.  Gift  of  Peter  A.  Vogt.  cat.  no.  3 
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Willie  B.  Crimes,  Carr  Street  Window.  Gift  of  Mrs.  Doak  Finch,  cat.  no.  5 
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lark  Tobey,  Picnic.  Purchased  with  funds  from  the  National  Endowment  for  the  Arts  and  the  North  Carolina  Ar,  Society  (Robert  F.  Phifer  Funds,,  cat.  no.  7 
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Lovis  Corinth,  Antike  Legenden,  Plate  IV,  Der  Singende  Orpheus  (Orpheus  Singing).  Gift  of  Mrs.  E.  P.  Uiberall.  cat.  no.  11 
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American  (20th  century) 

A  group  of  forty  Duck  Stamp  Prints  (1934  -  1973)  by  various  artists 
Etchings,  drypoints, aquatints,  lithographs, 6  x8  inches  (15.2  x  20.3  cm.) 
Gift  of  Mrs.  Nancy  S.  Reynolds,  Greenwich,  Connecticut 
G.73.25.2 

Lee  Bontecou  (American,  born  1931) 
Fourteenth  Stone  1968  -  1972 
Lithograph,  26  x  37  5/8  inches  (66  x  95.6  cm.) 
Purchased  with  funds  from  the  National  Endowment  for  the  Arts 
and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G.73.7.6 

Lovis  Corinth  (German,  1858  -  1925) 

Antike  Legenden:  zwolf  Radierungen.  Twentieth  publication  of 

the  Marees-Gesellschaft,  edited   by  J.   Meier-Graefe.  Japan 

paper  edition,  Vll/L.  Munich:  Marees-Gesellschaft,  1919/1920. 
Portfolio  of  thirteen  etchings  (twelve,  plus  one  variant  of  plate 

no.  I  included  only  in  the  Japan  paper  edition),  sheet  size  12 

x  22  7/16  inches  (48.3  x  50.7  cm.) 
Gift  of  Mrs.  E.  P.  Uiberall,  Alexandria,  Virginia 
G.74.6.1-.13  (///us.  p.  22) 

Jim  Dine  (American,  born  1935) 

The  Seven  Days  of  Creation  1966 

Seven  lithographs,  24  x  13  1/2  inches  (61  x  34.3  cm.) 

Purchased  with  funds  from  the  National  Endowment  for  the 

Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 

G.73.7.4  (illus.  p.  24) 

Lisa  Mackie  (American,  born  1947) 
Someone  Was  Dreaming  Him 
Lithograph,  22  7/8  x  17  1/8  inches  (58  x  43.5  cm.) 
Purchased  with  funds  from  the  National  Endowment  for  the  Arts 
and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G.73.7.7 

Escobar  Marisol  (American,  born  Paris  1930) 
Arm  and  Purse  1966 

Lithograph,  41  1/2  x  29  1/4  inches  (105.4  x  74.3  cm.) 

Purchased  with  funds  from  the  National  Endowment  for  the 

Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 

G.73.7.5 

Robert  Motherwell  (American,  born  1915) 
Untitled  1965 

Lithograph,  29  3/4  x  41  1/2  inches  (75.5  x  105.4  cm.) 
Purchased  with  funds  from  the  National  Endowment  for  the 
Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds) 
G.73.7.3  (illus.  p.  25) 
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Jim  Dine,  The  Seven  Days  ol  Creation,  Plate  IV,  Snow.  Purchased  with  funds  from  the  National  Endowment  for  the  Arts  and  the  North  Carolina  Art  Society 
(Robert  F.  Phifer  Funds),  cat.  no.  12 
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►^Motherwell,  Untitled.  Purchased  with  funds  from  the  Nat.onal  Endowment  for  the  Arts  and  the  North  Carolina  Art  Society  (Robert  F.  Phifer  Funds,. 
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Italian,  Val  d'Aosta,  Chest.  Gift  of  Mr.  William  H.  Stephenson  in  memory  of  his  wife.  cat.  no.  18 
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16.    Moshe  Tamir  (Israeli,  contemporary) 
To  jerusalem 

Portfolio  of  thirteen  lithographs,  30  x  22  1/2  inches  (76.2  x  57.1  cm.) 

Gift  of  Mrs.  Henry  A.  Markus,  Chicago,  Illinois 

G.73.14.1-.13 

Decorative  Arts  17.    English  (Georgian,  1740  -  1830) 

Drawing  room 

Wood  panel,  marble,  L.  18  feet,  2  3/4  inches,  W.  13  feet 
Gift  of  Wake  Forest  University,  Winston-Salem 
G.73.26.1 

Italian,  Val  d'Aosta 

Chest  (early  15th  century) 

Wood,  H.  31  1/2,  W.  48  1/2,  D.  24  inches  (80  x  123.2  x  61  cm.) 
Gift   of  William   H.   Stephenson,   Highlands,   New   Jersey,  in 
memory  of  his  wife  Esther  H.  Stephenson 
GL.63.30.1  (illus.  pp.  14,  26) 

Walter  G.  Nottingham  (American,  born  1930) 
Dawson  Mola  1973 

Applique  stitchery  in  four  parts,  felt  and  silk  thread;  three  parts 
each:  11  1/8  x  8  1/4  inches  (28.2  x  21  cm.),  one  part:  20  1/8  x 
25  1/4  inches  (51.1  x  63.8  cm.) 
Gift  of  the  Mordecai  House  Historical  Society,  Raleigh 
G.74.7.1 

Loan  and  Study  Collections  20.    William  Garl  Browne  (American,  1823  -  1894) 

Perrin  Busbee 

Oil  on  canvas,  36  x  29  inches  (91.4  x  73.7  cm.) 
Gift  of  Miss  Sophie  D.  Busbee,  Raleigh 
G.74.3.1 

21.  Attributed  to  John  Wesley  Jarvis  (American,  1780  -  1839) 

Portrait  of  Joseph  Pearson 

Panel,  34  x  26  3/8  inches  (86.3  x  67  cm.) 

Bequest  of  Marjorie  N.  Pearson,  Asheville 

G.73.24.1 

22.  Kathleen  Zimmerman  (American,  contemporary) 

Autumn  Fields  1963 

Oil  on  canvas,  48  x  28  inches  (121.9  x  71.1  cm.) 
Gift  of  Charles  J.  Oppenheim,  Jr.,  New  York 
L.C.73.2.1 

23.  Sally  Bowen  Prange  (American,  N.  C.  born  1927) 

Covered  jar  1973 

Porcelain,  H.  8  1/4  inches  (21  cm.) 

Gift  of  Mr.  and  Mrs.  Robert  L.  Davis,  Chapel  Hill 

L.C.73.3.1 
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Ancient  Art 
Oriental  Art 
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Egyptian.  Pre-Dynastic  vase.  Gift  of  the  James  G.  Hanes  Memorial  Fund.  cat.  no.  24 
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Ancient  Art  24. 


25. 


26. 


27 


28 


29 


30. 


31. 


Egyptian  (Pre-Dynastic,  4000  -  3200  B.C.) 

Vase  with  painted  decoration  (Gerzean  culture,  3600  -  3200  B.C.) 
Terracotta,  H.  12  3/4  inches  (32.4  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.6  (illus.  p.  30) 

Egyptian  (Pre-Dynastic,  4000  -  3200  B.C.) 

Vase  with  two  lug  handles  and  painted  spiral  decoration  (Gerzean 
culture,  3600  -  3200  B.C.) 
Terracotta,  H.  4  3/8  inches  (11.1  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.7  (illus.  p.  32) 

Egyptian  (New  Kingdom,  1570  -  1085  B.C.) 

Ointment  jar  (XVI I Ith  Dynasty,  1570  -  1314  B.C.) 
Alabaster,  H.  4  3/4  inches  (12.1  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.8 

Egyptian  (Late  Period,  1085  -  332  B.C.) 

Bowl  with  votive  inscription,  giving  the  name  Pedi-Hor-Sa-Asp, 
priest  of  the  goddess  Neith,  son  of  Horem-Akhbit  (Saite  period, 
663  -  525  B.C.) 

Bronze,  H.  7  inches  (17.8  cm.),  Diam.  7  1/2  inches  (19.1  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.9  (illus.  p.  33) 

Egyptian  (Late  Period,  1085  -  332  B.C.) 

Female  mummy  case  (Dynasties  XXV-  XXXI,  730  -  332  B.C.) 
Gessoed  wood  with  painted  decoration,  H.  71  inches  (180.3  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.4  (illus.  pp.  4,  34,  35) 

Egyptian  (Late  Period,  1085  -  332  B.C.) 

Male  mummy  case  (Dynasties  XXV  -  XXXI,  730  -  332  B.C.) 
Gessoed  wood  with  painted  decoration,  H.  71  inches  (180.3  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.5  (illus.  cover,  pp.  28,  36,  37) 

Egyptian,  Thebes  (Late  Period,  1085  -  332  B.C.) 

Vase  with  hieratic  votive  inscription  and  painted  images  of  the 

Four  Genii,  the  sons  of  Horus  (Dynasties  XXVIII  -  XXXI,  404 

-  332  B.C.) 
Terracotta,  H.  8  3/4  inches  (22.2  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.10  (illus.  p.  38) 

Roman  (Imperial,  27  B.C.  -  476  A.D.) 
Ointment  vial  (ca.  200  A.D.) 
Glass,  H.  6  3/4  inches  (17.1  cm.) 
Gift  of  Mr.  and  Mrs.  Roy  Wilder,  Jr.,  Raleigh 
G.73.22.1 


Egyptian,  Pre-Dynastic  vase.  Gift  of  the  James  G.  Hanes  Memorial  Fund.  cat.  no.  25 
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,  Saitic  bowl.  Gift  of  the  James  C.  Hanes  Memorial  Fund.  cat.  no.  27 
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Egyptian,  Late  Period,  Female  mummy  case.  Gift  of  the  James  C.  Hanes  Memorial  Fund.  cat.  no.  28 
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Egyptian,  Late  Period,  Female  mummy  case  (detail).  Gift  of  the  James  C.  Hanes  Memorial  Fund.  cat.  no.  28 
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Egyptian,  Late  Period,  Male  mummy  case  (back  view).  Gift  of  the  James  G.  Hanes  Memorial  Fund.  cat. 
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:gyptian,  Late  Period,  Male  mummy  case  (detail).  Gift  of  the  James  C.  Hanes  Memorial  Fund.  cat.  no.  29 
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Oriental  Art  32.  Chinese 

Bowl 

Ceramic,  blue  on  white,  Diam.  5  1/4  inches  (13  cm.) 

Gift  of  Mr.  and  Mrs.  A.  Harvey  Schreter,  Baltimore,  Maryland 

G.73.23.3 

33.  Chinese  (Ch'ing  Dynasty,  1644  -  1912) 

Rectangular  vase 

Ceramic,  blue  on  white,  H.  6  inches  (15.2  cm.) 

Gift  of  Mr.  and  Mrs.  A.  Harvey  Schreter,  Baltimore,  Maryland 

G.73.23.4 

34.  Chinese,  Chang  Si  Province,  Chingpai  (Ching  Dynasty,  1644  -  1912) 

Tripod  bowl  (18th  century) 
Ceramic,  H.  4  inches  (10.1  cm.) 

Gift  of  Mr.  and  Mrs.  A.  Harvey  Schreter,  Baltimore,  Maryland 
G.73.23.1 

35.  Chinese,  Swatow  (Ming  Dynasty,  1368  -  1644) 

Bowl 

Ceramic,  blue  ware,  Diam.  15  inches  (38.1  cm.) 

Gift  of  Mr.  and  Mrs.  A.  Harvey  Schreter,  Baltimore,  Maryland 

G.73.23.2 
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African 


Nigeria,  Yoruba  tribe.  Female  figure. 
tGift  of  Mr.  and  Mrs.  Paul  E.  Maddy,  cat.  no.  43 


36.  Democratic  Republic  of  Congo,  Bakuba  tribe 

Two  lidded  ointment  boxes 
Wood,  metal,  L.  13  inches  (33  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.28  -  .29 

37.  Democratic  Republic  of  Congo,  Bapende  tribe,  Kasai  region 

Helmet  mask  (Giphogo)  with  painted  decoration 
Wood,  H.  11  1/2  inches  (29.2  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G. 73.8. 27  (illus.  p.  42) 

38.  Democratic  Republic  of  Congo,  Bayaka  tribe 

Standing  human  figure  fetish 

Wood,  fur  and  other  materials,  H.  13  1/2  inches  (34.3  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.26 

39.  Gabon  Republic,  Mitsogo  tribe 

Staff  end  in  the  form  of  a  human  head 
Wood,  H.  5  1/2  inches  (14  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.13 

40.  Ghana,  Ashanti  tribe 

Seven  weights  for  gold  depicting  the  proverb,  "When  the  hun- 
ter comes  from  the  bush  carrying  mushrooms,  he  is  not  asked 
for  news  of  his  hunting." 

Brass,  H.  11/4-2  inches  (3.2  -  5.1  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 

G.73.8.30  a  -  h 

41.  Nigeria,  Benin  Kingdom 

Bell  worn  around  the  neck  of  the  Oba,  a  royal  emblem  (18th 
century) 

Bronze,  H.  7  3/4  inches  (19.7  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.15  (illus.  p.  44) 

42.  Nigeria,  Yoruba  tribe 

Donkey  with  rider 

Wood,  H.  29  1/2  inches  (74.9  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.4 

43.  Nigeria,  Yoruba  tribe 

Female  figure  with  bowl 

Wood,  H.  17  1/2  inches  (44.4  cm.) 

Gift  of  Mr.  and  Mrs.  Paul  E.  Maddy,  Springfield,  Virginia 
G.73.17.2  (illus.  p.  43) 
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Nigeria,  Benin  Kingdom,  Bell.  Gift  of  the  lames  C.  Hanes  Memorial  Fund.  cat.  no.  41 
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44.  Nigeria,  Yoruba  tribe 

Shango  staff 

Wood,  H.  18  inches  (45.7  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.5 

45.  Nigeria,  Yoruba  tribe 

Standing  male  figure  in  war  dress 
Wood,  H.  30  inches  (76.2  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.3 

46.  Nigeria,  Yoruba  tribe,  Gelede  society 
Helmet  mask  with  animal  crest  and  painted  decoration 
Wood,  H.  15  inches  (38.1  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.2 

Nigeria,  Yoruba  tribe,  Gelede  society 

Helmet  mask  with  seated  figure  in  striped  shirt  and  cap 
Wood,  H.  15  inches  (38.1  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.1  (illus.  p.  45) 

Nigeria,  Yoruba  tribe,  Ogboni  society 
Female  ritual  figure 
Pottery,  H.  8  inches  (20.3  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.6 

49.  Republic  of  Cameroon,  grasslands,  Bum  tribe 

Helmet  mask  with  figure  and  reptile  headdress 
Wood,  H.  21  inches  (53.3  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.10 

50.  Republic  of  Cameroon,  grasslands,  Tikar  tribe 

Necklace 

Brass,  L.  20  inches  (50.8  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.7 

51.  Republic  of  Dahomey 

Female  figure  with  fetish  bowl 

Wood,  cowrie  shells,  H.  17  1/2  inches  (44.4  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 

G.73.19.8 

52.  Republic  of  Dahomey 

Turtle  altar 

Wood,  H.  8  1/2  inches  (21.6  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.9 


47. 


48. 


45 


Mali,  Bambara  tribe,  Doorlock.  Partial  gift  of  Lewis  W.  Pate.  cat.  no.  60 
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53.  Republic  of  Mali,  Bambara  tribe 

Antelope  mask  with  Mossi  style  painted  decoration 

Wood,  H.  36  1/2  inches  (92.7  cm.) 

Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 

L.73.15.7 

54.  Republic  of  Mali,  Bambara  ribe 

Crocodile  doorlock 

Wood,  metal,  H.  25  3/4  inches  (65.4  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.19 

55.  Republic  of  Mali,  Bambara  tribe 

Female  head  marionette  with  painted  decoration 
Wood,  H.  18  1/2  inches  (47  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L. 73.15.22 

56.  Republic  of  Mali,  Bambara  tribe 

Heddle  pulley  in  the  form  of  a  female  head 

Wood,  H.  7  1/2  inches  (19.1  cm.) 

Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 

L.73.15.25 

57.  Republic  of  Mali,  Bambara  tribe 

Male  head  marionette  with  painted  decoration 

Wood,  H.  20  1/2  inches  (52.1  cm.) 

Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 

L.73.15.21 

58.  Republic  of  Mali,  Bambara  tribe 

Two  musical  clappers  in  the  form  of  a  female  head  and  torso 
Wood,  L.  11  5/8  inches  (29.5  cm.);  10  1/4  inches  (26  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73. 15.14 

59.  Republic  of  Mali,  Bambara  tribe 

Standing  female  figure  (major  fragment) 
Wood,  metal,  H.  14  1/4  inches  (36.2  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.20 

60.  Republic  of  Mali,  Bambara  tribe 

Standing  female  figure  doorlock 
Wood,  metal,  H.  18  3/4  inches  (47.6  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.18  (illus.  p.  46) 

61.  Republic  of  Mali,  Bambara  tribe 

Standing  female  figure  doorlock 
Wood,  metal,  H.  19  3/4  inches  (50.2  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.17 
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Mali.  Bambara  tribe,  Mask.  Partial  gift  of  Lewis  W.  Pate.  cat.  no.  71 
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62. 


63. 


64. 


65. 


66. 


67. 


68. 


Republic  of  Mali,  Bambara  tribe 

Stork  marionette  with  painted  decoration 
Wood,  string,  H.  22  inches  (55.9  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.23 

Republic  of  Mali,  Bambara  tribe 
Tension  drum 

Wood,  leather,  H.  9  inches  (22.9  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.15 

Republic  of  Mali,  Bambara  tribe,  Bamako  district,  Chi-wara  society 
Antelope  headpiece 

Wood,  metal,  string,  H.  26  1/4  inches  (66.7  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.10 

Republic  of  Mali,  Bambara  tribe,  Bougouni  district 
Musical  instrument  (Wasamba) 
Wood,  gourd,  string,  H.  22  inches  (56  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.11 

Republic  of  Mali,  Bambara  tribe,  Chi-wara  society 
Antelope  headpiece 
Wood,  nails,  H.  8  inches  (20.3  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southen  Pines 
L.73.15.13 

Republic  of  Mali,  Bambara  tribe,  Chi-wara  society 
Antelope  headpiece 

Wood,  string,  H.  17  1/2  inches  (44.5  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.12 


Bambara  tribe,  Antelope  headpiece. 
I  gift  of  Lewis  W.  Pate.  cat.  no.  68 


Republic  of  Mali,  Bambara  tribe,  Minianka  district,  Chi-wara  society 
Two  antelope  headpieces 
Wood,  H.  32  1/2  inches  (82.6  cm.);  29  1/4  inches  (74.3  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.8  -  .9  (illus.  p.  49) 

69.  Republic  of  Mali,  Bambara  tribe,  N'tomo  society 

Antelope  mask  with  three  horns 

Wood,  H.  16  inches  (40.6  cm.) 

Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 

L.73.15.3 

70.  Republic  of  Mali,  Bambara  tribe,  N'tomo  society 

Initiation  mask 

Wood,  H.  13  1/2  inches  (34.3  cm.) 

Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 

L.73.15.6 
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71.  Republic  of  Mali,  Bambara  tribe,  N'tomo  society 

Initiation  mask 

Wood,  metal,  bamboo,  string,  H.  18  1/2  inches  (47  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.5  (illus.  p.  48) 

72.  Republic  of  Mali,  Bambara  tribe,  Kore  society 

Animal  mask  with  ears  and  horns 
Wood,  H.  20  1/2  inches  (52.1  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L73.15.4 

73.  Republic  of  Mali,  Dogon  tribe 

Ancestral  figure  standing  hand  to  head 

Wood,  H.  8  1/2  inches  (21.6  cm.) 

Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 

L.73.15.2 

74.  Republic  of  Mali,  Dogon  tribe 

Hollow  ark  with  horse  head 

Wood  relief,  H.  49  inches  (124.4  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.11 

75.  Republic  of  Mali,  Dogon  tribe 

Kanaga  mask  with  painted  decoration 
Wood,  string,  H.  37  1/2  inches  (95.2  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.1 

76.  Republic  of  the  Ivory  Coast,  Baule  tribe 

Horned  mask  for  Goli  ceremony  (Kplekple) 
Wood,  H.  33  inches  (83.8  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.14 

77.  Republic  of  the  Ivory  Coast,  Senufo  tribe 

Heddle  pulley 

Wood,  string,  H.  7  3/4  inches  (19.7  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.24 

78.  Republic  of  the  Ivory  Coast,  Senufo  tribe 

Helmet  mask 

Wood,  fiber  shells,  beads,  H.  28  1/4  inches  (71.8  cm.) 
Partial  gift  of  Lewis  W.  Pate,  Southern  Pines 
L.73.15.16 

79.  Republic  of  the  Ivory  Coast,  Senufo  tribe,  Korubla  society 

Helmet  mask  with  painted  decoration 
Wood,  H.  12  inches  (30.5  cm.) 

Gift  of  Mr.  and  Mrs.  Paul  E.  Maddy,  Springfield,  Virginia 
G.73.17.3 
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80.  Republic  of  the  Upper  Volta,  Bobo  tribe 

Do  spirit  antelope  mask  with  painted  decoration 
Wood,  H.  21  inches  (53.3  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
G.73.19.12 

81.  Republic  of  the  Upper  Volta,  Mossi  tribe 

Antelope  mask  with  vertical  crest  and  painted  decoration 
Wood,  H.  34  inches  (86.3  cm.) 

Gift  of  Mr.  and  Mrs.  Benno  Hurwitz,  Baltimore,  Maryland 
L73.19.13 

82.  Sierra  Leone,  Mende  tribe 

Female  face  mask 

Wood,  H.  15  1/2  inches  (39.4  cm.) 

Gift  of  Mr.  and  Mrs.  Paul  E.  Maddy,  Springfield,  Virginia 
G.73.17.1  (illus.  p.  8) 

83.  Sierra  Leone,  Mende  tribe,  Bundu  or  Sande  society 

Initiation  helmet  mask 

Wood,  metal,  H.  14  1/2  inches  (36.8  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 

G.73.8.25 

Oceanic  84.    New  Britain,  Gazelle  peninsula 

Dance  wand  with  openwork  decoration  representing  a  monkey 
Wood,  H.  32  1/4  inches  (81.9  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G. 74.2. 4 

New  Guinea,  Berlinhafen 

Standing  female  ancestral  figure  with  painted  decoration 
Wood,  H.  23  1/2  inches  (59.7  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.74.2.1  (illus.  p.  52) 

New  Guinea,  latmul,  Middle  Sepic  River  region 

Ceremonial  housepost  section  with  carved  human  face 
Wood,  fiber,  H.  37  1/2  inches  (95.2  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.31 

New  Guinea,  Korewori  River  region 
Hook  figure  (Yipwon) 
Wood,  H.  46  1/2  inches  (118.1  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.31  (illus.  p.  53) 

New  Guinea,  Siassi  Islands 

Two  oval  Sago  bowls  with  carved  geometric  designs 
Wood,  L.  11  3/4  inches  (29.8  cm.);  14  inches  (35.6  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.33  -  .34 


85. 


86. 


87. 


88. 


New  Guinea,  Berlinhafen,  Ancestral  figure.  Gift  of  the  lames  G.  Hanes  Memorial  Fund.  cat.  no.  85 
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New  Guinea,  Korewori  River  region,  Hook  figure.  Gift  of  the  James  G.  Hanes  Memorial  Fund.  cat.  no.  87 
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New  Ireland,  Funerary  mask.  Gift  of  the  lames  G.  Hanes  Memorial  Fund.  cat.  no.  92 
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89.  New  Guinea,  Wogumash,  Biaka  village,  Upper  Sepic  River  region 

Drum  with  traces  of  painted  decoration 
Wood,  H.  19  1/2  inches  (49.5  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.37 

90.  New  Guinea,  Wosera  district,  Abelam  region 

Helmet  dance  mask  (Bapa)  with  painted  decoration 
Straw,  H.  23  inches  (58.4  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.32 

91.  New  Guinea,  Yerakei  village,  Upper  Sepic  River  region 

House  mask  with  traces  of  painted  decoration 
Wood,  H.  38  inches  (96.5  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.36 

92.  New  Ireland 

Funerary  mask  (Tatanua)  with  painted  decoration  for  Malanggan 
ceremony 

Wood,  cloth,  braiding,  tree  bark,  H.  15  1/4  inches  (38.8  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.22  (illus.  p.  54) 

93.  New  Ireland 

Head  with  painted  decoration  for  Malanggan  ceremony 
Wood  with  inlaid  shell  eyes,  H.  33  inches  (83.8  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G. 74.2. 2  (illus.  pp.  40,  56) 

94.  New  Ireland 

Fragment  of  a  Malanggan  sculpture 

Wood  with  shell  inlay,  H.  20  3/4  inches  (52.7  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 

G.74.2.3 

North  American  95.    Alaska,  Eskimo 

Three  fish  jawbones  with  incised  decoration  (19th  century) 
Bone,  L.12  inches  (30.5  cm.);  13  1/4  inches  (33.7  cm.);  17  5/8  inches 
(44.8  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.16  -  .18  (illus.  p.  57) 

96.    Alaska,  Eskimo 

Mask  (19th  century) 

Whalebone,  H.  8  inches  (20.3  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.21 
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New  Ireland,  Malanggan  head.  Gift  of  the  lames  C.  Hanes  Memorial  Fund.  cat.  no.  93 
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Alaska,  Eskimo,  Fish  jawbone  with  hunting  scene.  Gift  of  the  James  G.  Hanes  Memorial  Fund.  cat.  no.  95 
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Canada,  Salish  Indian,  Mask.  Gift  of  the  James  C.  Hanes  Memorial  Fund.  cat.  no.  99 
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97.  Alaska,  Eskimo 

Mask 

Wood,  H.  9  inches  (22.9  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 

G.73.8.23 

98.  Alaska,  Eskimo,  William  Sound,  Kodiak  Island 
Mask  with  painted  decoration  (19th  century) 
Wood,  H.  9  1/2  inches  (24.1  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.19 

Canada,  British  Columbia,  Cooper  Island,  Salish  Indian 
Mask  with  painted  decoration  (ca.  1880) 
Wood,  H.  15  inches  (38.1  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.20  (illus.  p.  58) 

Funi? 

Mask 

Leather,  H.  7  1/2  inches  (19.1  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.24 


99. 


100. 


Pre-Columbian  101.    Costa  Rica 

Five  bulbous  and  glyph  leg  fragments 
Pottery 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.54  -  .57,  .11 

102.  Costa  Rica 

Double  effigy  vessel  with  incised  decoration 

Pottery,  red,  H.  2  3/4  inches  (7  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.48 

103.  Costa  Rica 

Parrot  effigy  ladle 

Pottery,  red,  L.  13  inches  (33  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.47 

104.  Costa  Rica,  Atlantic  Watershed 

Effigy  ladle 

Pottery,  red,  L.  5  1/2  inches  (14  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.31 
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105.  Costa  Rica,  Atlantic  Watershed 

Tripod  bowl  with  applique  effigies 

Pottery,  redware,  Diam.  5  inches  (12.7  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.30 

106.  Costa  Rica,  Diquis  River  basin 

Six  whistles:  two  birds,  three  animals,  one  dual  human  head 
Pottery,  brown  and  red  ware,  L.  2  3/4  -  3  5/8  inches  (6.4  -  9.3  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.21  a  -  f 

107.  Costa  Rica,  Diquis  River  basin,  Linea  Vieja 

Three  rattles:  boar,  woman  holding  child,  fawn  on  antelope 
Pottery,  cream  ware,  H.  2  1/2-3  1/8  inches  (6.3  -  7.9  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.22  a  -  c 

108.  Costa  Rica,  Linea  Vieja 

Bead  in  the  shape  of  a  frog 

Jade,  L.  1  3/8  inches  (3.5  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.25 

109.  Costa  Rica,  Linea  Vieja 

Bowl  with  two  monkey  effigies 

Pottery,  polychrome,  Diam.  5  inches  (12.7  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.19 

110.  Costa  Rica,  Linea  Vieja 

Metate  with  tripod  glyph  legs 
Stone,  H.  4  1/2  inches  (11.4  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.9 

111.  Costa  Rica,  Linea  Vieja 

Five  axe-god  pendants 

Jade,  H.  2  inches  (5.1  cm.);  3  1/4  inches  (8.2  cm.);  2  1/4  inches 

(5.7  cm.);  3  1/2  inches  (8.9  cm.);  3  5/8  inches  (9.2  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.23  -  .24,  .26  -  .28 

112.  Costa  Rica,  Linea  Vieja 

Pendant  in  the  form  of  a  bird  head 
Jade,  H.  2  inches  (5.1  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.29 
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113.  Costa 


Rica,  Linea  Vieja 
Standing  figure  with  skull 
Stone,  H.  12  inches  (30.5  cm.) 
Gift  of  Edward  D.  Stone,  New  York 


G.73.27.34 


114.  Costa 


115.  Costa 


Rica,  Linea  Vieja 

Tripod  bowl  with  abstract  heads  and  incised  decoration 

Pottery,  redware,  H.  4  inches  (10.1  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.20 

Rica,  Linea  Vieja 

Tripod  double  effigy  bowl  with  incised  decoration 
Pottery,  brown,  Diam.  4  1/4  inches  (10.7  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 


116.  Costa 


117.  Costa 


Two  bowls  with  facial  band 

Pottery,  orange  slip,  polychrome,  Diam.  7  inches  (17.8  cm.);  8 

inches  (20.3  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.31,  .54 


Bowl  with  geometric  glyphs 
Pottery,  orange  slip,  polychrome,  Diam.  6  3/8  inches  (16.2  cm.) 
Gift  of  Edward  D.  Stone,  New  York 


Cylindrical  effigy  jar  with  glyph  band  of  bird  heads  and  serpents 
Pottery,  cream  slip,  polychrome,  H.  19  1/2  inches  (49.5  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.38  (jllus.  p.  62) 


Cylindrical  jar  with  serpent  and  geometric  glyphs 
Pottery,  orange  slip,  polychrome,  H.  12  3/4  inches  (32.4  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.48 


118.    Costa  Rica,  Nicoya 


Bowl  with  flared  punctate  rim 
Pottery,  redware,  H.  18  1/4  inches  (46.3  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.56 


119.  Costa  Rica,  Nicoya 


G.73. 27.50 


120.    Costa  Rica,  Nicoya 


121.    Costa  Rica,  Nicoya 


61 


Costa  Rica,  Nicoya,  Effigy  jar.  Gift  of  Edward  D.  Stone,  cat.  no.  120 
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122. 


123 


124 


125. 


126. 


127 


128 


129 


130 


Costa  Rica,  Nicoya,  Tripod  dish. 
Gift  of  Edward  D.  Stone,  cat.  no.  127 


Costa  Rica,  Nicoya 

Effigy  jar  with  jaguar  glyph  band 

Pottery,  orange  slip,  polychrome,  H.  12  1/2  inches  (31.8  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.42 

Costa  Rica,  Nicoya 
Mace  head 

Pottery,  H.  2  3/4  inches  (7  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.49 

Costa  Rica,  Nicoya 

Plate  with  incised  cross  pattern  in  center 
Pottery,  redware,  Diam.  7  3/4  inches  (19.7  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.61 

Costa  Rica,  Nicoya 

Tripod  bowl  with  glyph  decoration 

Pottery,  orange  slip,  polychrome,  H.  10  1/2  inches  (26.7  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.52 

Costa  Rica,  Nicoya 

Tripod  dish  with  geometric  design 

Pottery,  cream  slip,  polychrome,  H.  3  inches  (7.6  cm.) 

Gift  of  Edward  D.  Stone,  New  York 

G.73.27.53 

Costa  Rica,  Nicoya 

Tripod  dish  with  rattle  legs 

Pottery,  orange  slip,  polychrome,  Diam.  7  3/8  inches  (18.8 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.55  (illus.  p.  63) 

Costa  Rica,  Nicoya 

Vase  with  elongated  neck  and  glyph  decoration 
Pottery,  cream  slip,  polychrome,  H.  8  1/2  inches  (21.6  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.47 

Costa  Rica,  Nicoya 

Zoomorphic-headed  stamp 

Pottery,  H.  2  5/8  inches  (6.6  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73. 21 .34 

Costa  Rica,  Nicoya,  Chira  Island 

Bowl  with  geometric  incised  decoration 
Pottery,  blackware,  H.  6  1/2  inches  (16.5  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.57 
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Costa  Rica,  Nicoya,  Effigy  bowl.  Gift  of  Edward  D.  Stone,  cat.  no.  139 


64 


131.  Costa  Rica,  Nicoya,  Chorotega  tribe 
Bowl  with  geometric  glyphs 

Pottery,  cream  slip,  polychrome,  Diam.  7  1/2  inches  (19.1  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.58 

132.  Costa  Rica,  Nicoya,  Chorotega  tribe 
Bowl  with  glyph  band 

Pottery,  orange  slip,  polychrome,  Diam.  7  1/2  inches  (19.1  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.59 

133.  Costa  Rica,  Nicoya,  Chorotega  tribe 
Bowl  with  glyph  band  and  applique*  dots 

Pottery,  orange  slip,  polychrome,  Diam.  7  1/2  inches  (19.1  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.60 

134.  Costa  Rica,  Nicoya,  Chorotega  tribe 
Effigy  bowl  with  painted  wave,  serpent  and  jaguar  designs 
Pottery,  orange  slip,  polychrome,  H.  9  1/2  inches  (24.1  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.51 

135.  Costa  Rica,  Nicoya,  Chorotega  tribe 
Figurine 

Pottery,  redware,  H.  3  3/4  inches  (9.5  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.24 

136.  Costa  Rica,  Nicoya,  Chorotega  tribe 
Gourd-shaped  bowl  with  incised  decoration 
Pottery,  redware,  Diam.  3  3/4  inches  (9.5  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.21  (illus.  p.  65) 

137.  Costa  Rica,  Nicoya,  Chorotega  tribe 
Gourd-shaped  rattle 
Pottery,  H.  5  inches  (12.7  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.26 

138.  Costa  Rica,  Nicoya,  Chorotega  tribe 

Human  head 

Stone,  H.  2  1/8  inches  (5.4  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.20 

139    Costa  Rica,  Nicoya,  Corobici  style 

Effigy  bowl  with  painted  decoration 
Pottery,  polychrome,  H.  6  1/2  inches  (16.5  cm.) 
'osta  Rica,  Nicoya,  Gourd-shaped  bowl.  Gift  of  Edward  D.  Stone,  New  York 

lift  of  Edward  D.  Stone,  cat  no.  136  G.73. 27. 27  (illuS.  p.  64) 
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140.  Costa  Rica,  Nicoya,  Corobici  style 

Effigy  bowl  with  whistle  figure  on  stepped  rim 
Pottery,  blackware,  H.  9  1/2  inches  (23.9  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.62 

141.  Ecuador 

Five  effigy  head  fragments 
Pottery 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.50  -  .53,  .58 

142.  Ecuador,  Bahia 

Female  torso 

Pottery,  H.  4  1/2  inches  (11.4  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G  .73.21 .2 

143.  Ecuador,  Bahia 

Figure  with  painted  decoration 

Pottery,  H.  5  inches  (12.7  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .8 

144.  Ecuador,  Bahia 

Necklace  with  pendant 

Stone,  L.  17  inches  (43.2  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .15 

145.  Ecuador,  Bahia 

Standing  figure  with  four  bird  headdress  and  painted  decoration 

Pottery,  H.  9  inches  (22.9  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .4 

146.  Ecuador,  Bahia 

Standing  figure  with  painted  decoration 
Pottery,  H.  8  inches  (20.3  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21 .3 

147.  Ecuador,  Bahia 

Torso  fragment 

Pottery,  H.  5  inches  (12.7  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .12 

148.  Ecuador,  Bahia/Jama  Coaque 

Figure  on  circular  mound  base  with  traces  of  painted  decoration 

Pottery,  H.  3  3/4  inches  (9.5  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .42 
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Ecuador,  Bahia/jama  Coaque 

Three  head  fragments  with  painted  decoration 
Pottery,  H.  3  inches  (7.6  cm.) 
Gift  of  Mr.  and  Mr=.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.38,  .35  -  .36 

Ecuador,  Bahia/jama  Coaque 

Two  head  fragments  with  traces  of  painted  decoration 
Pottery,  H.  4  inches  (10.1  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21.37,  .39 

Ecuador,  Bahia/jama  Coaque 

Maize  god  with  traces  of  painted  decoration 
Pottery,  H.  5  inches  (12.7  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21 .43 

152.  Ecuador,  Bahia/jama  Coaque 

Two  torso  fragments  with  traces  of  painted  decoration 
Pottery,  H.  4  inches  (10.1  cm.);  4  1/4  inches  (10.8  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21 .40  -  .41 

153.  Ecuador,  Guangala 

Bowl  with  flared  spout,  incised  glyph 
Pottery,  H.  5  1/2  inches  (14  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21 .10 

154.  Ecuador,  Jama  Coaque 

Head  fragment 

Pottery,  H.  4  inches  (10.1  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73. 21.13 

155.  Ecuador,  Jama  Coaque 

Human  head  with  nose  ring  and  traces  of  painted  decoration 

Pottery,  H.  4  inches  (10.2  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .1 

156.  Ecuador,  Jama  Coaque 

Seated  figure 

Pottery,  H.  6  inches  (15.2  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .16 

157.  Ecuador,  La  Plata/Tolita 

Dog  with  traces  of  painted  decoration 
Pottery,  H.  2  1/2  inches  (6.3  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21 .46 


149. 


150. 


151. 
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Ecuador,  Tolita,  Female  figure.  Gift  of  Mr.  and  Mrs.  Ira  H.  Levy.  cat.  no.  163 
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158.  Ecuador,  La  Plata/Tolita 

Seated  figure  with  traces  of  painted  decoration 

Pottery,  H.  3  1/2  inches  (8.9  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21.45 

159.  Ecuador,  La  Plata/Tolita 

Standing  figure  with  traces  of  painted  decoration 
Pottery,  H.  31/8  inches  (7.9  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21 .44 

160.  Ecuador,  Manteno 

Animal  head  fragment 

Pottery,  black,  H.  3  1/2  inches  (8.9  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .14 

161.  Ecuador,  ManteTio 

Axe-shaped  half-figure  with  incised  face  and  arms 
Stone,  H.  10  inches  (25.4  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73.21 .6 

162.  Ecuador,  Manteno 

Incised  monolith  torso 

Stone,  H.  8  inches  (20.3  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .5 

163.  Ecuador,  Tolita 

Standing  female  figure 

Pottery,  H.  8  inches  (20.3  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .17  (illus.  p.  68) 

164.  Ecuador,  Valdivia 

Female  figure 

Pottery,  red  slip,  H.  3  inches  (7.6  cm.) 

Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 

G.73.21 .7 

165.  Ecuador,  Valdivia 

Vase  with  flared  rim 

Pottery,  red  slip,  Diam.  5  1/2  inches  (14  cm.) 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy,  Quito,  Ecuador 
G.73. 21.11 

166.  Guatemala,  El  Quiche  tribe 

Bowl 

Pottery,  black,  Diam.  7  7/8  inches  (20  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.9 
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168 


169 


170. 


171. 


Guatemala,  El  Quiche  tribe,  Dish. 


Guatemala,  El  Quiche  tribe 

Bowl  with  applique  dots 
Pottery,  black,  Diam.  5  1/4  inches  (13.3  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.10 

Guatemala,  El  Quiche  tribe 

Bowl  with  red  band  and  incised  decoration 
Pottery,  Diam.  5  1/2  inches  (14  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.16 

Guatemala,  El  Quiche  tribe 

Cylindrical  vase  with  glyph  decoration 
Pottery,  orange  slip,  H.  4  3/4  inches  (12.1  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.7 

Guatemala,  El  Quiche  tribe 

Cylindrical  vase  with  linear  patterns 
Pottery,  orange  slip,  Diam.  7  7/8  inches  (20  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.11 

Guatemala,  El  Quiche  tribe 

Dish  with  geometric  incised  band 
Pottery,  orange  slip,  Diam.  6  7/8  inches  (17.5  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.12  (///us.  p.  70) 

Guatemala,  El  Quiche  tribe 
Dish  with  glyph  legs 

Pottery,  black,  Diam.  10  1/2  inches  (26.7  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.8 

Guatemala,  El  Quiche  tribe 

Effigy  vase  with  red  painted  band 
Pottery,  orange  slip,  H.  6  1/4  inches  (15.9  cm.),  Diam.  4  1/2  inches 

(11.4  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.17 

Guatemala,  El  Quiche  tribe 
Ridged  bowl 

Pottery,  orange  slip,  Diam.  8  inches  (20.3  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.13 

Guatemala,  El  Quiche  tribe 
Tripod  dish 

Pottery,  orange  slip,  Diam.  9  1/2  inches  (24.1  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27. 15 
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176.  Guatemala,  El  Quiche  tribe 

Tripod  dish  with  rattle  legs 

Pottery,  orange  slip,  Diam.  7  1/4  inches  (18.4  cm.) 

Gift  of  Edward  D.  Stone,  New  York 

G.73.27.14 

177.  Guatemala,  Escuintla  region,  Mayan  (Pre-Classic  period,  1000  B.C. 

A.D. 100) 
Bowl  with  interior  decoration 

Pottery,  cream-orange  slip,  Diam.  8  1/8  inches  (20.7  cm.) 

Gift  of  Edward  D.  Stone,  New  York 

G.73.27.4 

178.  Guatemala,  Escuintla  region,  Mayan  (Pre-Classic  period,  1000  B.C. 

A.D.  100) 
Bowl  with  petal  incised  decoration 
Pottery,  cream-orange  slip,  Diam.  5  1/2  inches  (14  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.2 

179.  Guatemala,  Escuintla  region,  Mayan  (Pre-Classic  period,  1000  B.C. 

A.D.  100) 

Melon-shaped  bowl  with  geometric  decoration 
Pottery,  cream-orange  slip,  Diam.  7  inches  (17.8  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.1 

180.  Guatemala,  Escuintla  region,  Mayan  (Pre-Classic  period,  1000  B.C. 

A.D. 100) 

Vase  with  zoomorphic  head  and  stirrup  spout 
Pottery,  cream-orange  slip,  H.  6  1/2  inches  (16.5  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.3 

181.  Guatemala,  Escuintla  region,  Mayan 

Incense  burner  base 
Pottery,  H.  5  inches  (12.7  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.5 

182.  Guatemala,  Escuintla  region,  Mayan 

Male  torso  from  throne  or  gate 

Pottery,  orange  slip,  H.  5  1/2  inches  (14  cm.) 

Gift  of  Edward  D.  Stone,  New  York 

G.73.27.6 

183.  Guatemala,  lowland,  Mayan 

Cylindrical  vase  with  figure  and  glyph  band 
Pottery,  paint  over  stucco,  H.  8  inches  (20.3  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.19 
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Guatemala-Mexico  border  region,  Mayan  jar  (two  views).  Gift  of  the  lames  G.  Hanes  Memorial  Fund.  cat.  no.  185 
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184.  Guatemala,  lowland,  Mayan 

Tripod  with  torso  portraits  on  legs 
Pottery,  orange  slip,  H.  5  1/2  inches  (14  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.18 

185.  Guatemala/Mexico  border  region,  Mayan  (Plumbate,  Tohil  phase, 

12th  -  13th  century) 
Head  vessel  representing  "The  Old,  Old  God"  (Huechueteoti) 

with  traces  of  painted  decoration 
Pottery,  H.  5  1/4  inches  (13.3  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G. 73.8. 12  (illus.  p.  72) 

186.  Mayan 

Ear  or  nose  ring 
Jade,  Diam.  7/8  inch  (2.2  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.30 

187.  Mayan 

Fragment  with  incised  snake  decoration 
Jade,  L.  2  1/8  inches  (5.4  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.33 

188.  Mayan 

Mace  -  form  pendant 

Jade,  L.  1  1/2  inches  (3.8  cm.) 

Gift  of  Edward  D.  Stone,  New  York 

G.73. 27. 29 

189.  Mayan 

Round  bead 

Jade,  Diam.  3/4  inch  (1.9  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.32 

190.  Mexico,  Chiapas,  Mayan  (Late  Classic  period,  600  -  900) 

Ceremonia  axe  (Hacha)  in  the  form  of  a  head 
Stone,  H.  7  1/4  inches  (18.4  cm.) 

Gift  of  Mr.  and  Mrs.  Mace  Neufeld,  Beverly  Hills,  California 
G.73.20.5 

191.  Mexico,  Chupicuaro 

Bowl 

Pottery,  black,  Diam.  5  1/2  inches  (14.6  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.40 

192.  Mexico,  Chupicuaro 

Bowl 

Pottery,  polychrome,  Diam.  4  1/2  inches  (11.4  cm.) 

Gift  of  Edward  D.  Stone,  New  York 

G.73.27.46 
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193.  Mexico,  Chupicuaro 

Bowl  with  abstract  effigy  and  geometric  designs 
Pottery,  polychrome,  Diam.  9  inches  (22.9  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73.27.49 

194.  Mexico,  Chupicuaro 

Bowl  with  vertical  ribs 
Pottery,  black,  Diam.  5  inches  (12.7  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.45 

195.  Mexico,  Chupicuaro 

Collared  globular  jar  with  incised  lines 
Pottery,  black,  Diam.  4  1/4  inches  (10.9  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27. 39 

196.  Mexico,  Chupicuaro 

Dish  with  painted  decoration 
Pottery,  Diam.  5  7/8  inches  (14.9  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.44 

197.  Mexico,  Chupicuaro 

Kidney-shaped  dish 

Pottery,  polychrome,  H.  2  inches  (5.1  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.41 

198.  Mexico,  Chupicuaro 

Kidney-shaped  dish 
Pottery,  red,  H.  3  1/2  inches  (8.9  cm.) 
Gift  of  Edward  D.  Stone,  New  York 
G.73. 27.43 

199.  Mexico,  Chupicuaro 

Tripod  bowl  with  glyph  head 

Pottery,  black,  Diam.  6  1/2  inches  (16.5  cm.) 

Gift  of  Edward  D.  Stone,  New  York. 

G.73. 27.37 

200.  Mexico,  Chupicuaro 

Tripod  dish  with  punctate  interior 

Pottery,  polychrome,  Diam.  4  1/4  inches  (12.8  cm.) 

Gift  of  Edward  D.  Stone,  New  York 

G.73. 27. 36 

201.  Mexico,  Colima  (Formative  period,  ca.  100  B.C.) 

Maternal  figure  with  children  and  symbolic  offspring 
Pottery,  H.  5  1/2  inches  (14  cm.) 

Gift  of  Mr.  and  Mrs.  Mace  Neufeld,  Beverly  Hills,  California 
G.73.20.2 
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202.  Mexico,  Colima 

Bowl  in  the  form  of  acrobats 
Pottery,  red,  H.  10  inches  (25.4  cm.) 

Gift  of  Mr.  and  Mrs.  Mace  Neufeld,  Beverly  Hills,  California 
G.73.20.4 

203.  Mexico,  Colima 

Dog 

Pottery,  red,  H.  11  inches  (27.9  cm.) 

Gift  of  Mr.  and  Mrs.  Mace  Neufeld,  Beverly  Hills,  California 
G.73.20.3  (illus.  p.  76) 

204.  Mexico,  Colima 

Kneeling  figure 

Pottery,  H.  8  3/8  inches  (21.3  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.39 

205.  Mexico,  Nayarit  (Protoclassic,  100  B.C.  -  A.D.  250) 

Female  standing  figure  with  painted  decoration 
Pottery,  H.  19  3/4  inches  (50.2  cm.) 

Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.38  (illus.  p.  77) 

206.  Mexico,  Nayarit 

Group  of  five  standing  figures  in  cheek  perforation  ceremony 
Pottery,  polychrome,  H.  3  inches  (7.6  cm.) 

Gift  of  Mr.  and  Mrs.  Mace  Neufeld,  Beverly  Hills,  California 
G.73.20.1 

207.  Mexico,  Veracruz,  Olmec 

Seated  child  figure  with  raised  right  arm 
Pottery,  H.  7  inches  (17.8  cm.) 

Gift  of  Mr.  and  Mrs.  Mace  Neufeld,  Beverly  Hills,  California 
G.73.20.6 

208.  Peru  (Early  Paracas  period,  500  -  300  B.C.) 

Double-spouted  vessel  with  snake  and  bird  incised  decoration 
Pottery,  polychrome,  H.  7  1/2  inches  (19.1  cm.) 
Gift  of  the  James  G.  Hanes  Memorial  Fund,  Winston-Salem 
G.73.8.11  (illus.  p.  75) 


Peru,  Paracas,  Double-spouted  vessel. 

Gift  of  the  lames  G.  Hanes  Memorial  Fund.  cat.  no.  208 
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Mexico,  Colima,  Dog.  Gift  of  Mr.  and  Mrs.  Mace  Neufeld.  cat.  no.  203 
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Two  Gothic  Altar  Wings  in  Raleigh 
by  Justus  Bier* 


When  the  North  Carolina  Museum  of  Art  opened  in  1956,  its  collection  in- 
cluded two  painted  wings  of  a  fifteenth  century  German  altarpiece  (figs.  1  and  2). 
Little  was  known  about  the  origin,  authorship  or  history  of  these  works.  Initial 
research  by  Dr.  Paul  Ganz  had  thrown  some  light  on  the  panels,  yet  many 
questions  remained  unanswered.1 

Subsequent  investigation  has  produced  evidence  which  has  allowed  many 
pieces  of  an  intricate  puzzle  to  fall  into  place.  The  following  are  the  findings 
that  have  emerged  about  these  paintings: 

1.  The  Raleigh  wings  are  rare  artistic  survivors  of  the  Thirty  Years  War 
which  left  few  art  works  intact  in  this  region. 

2.  They  were  commissioned  by  the  Laubenberg  family  in  or  shortly  before 
1450  and  were  probably  completed  that  same  year. 

3.  The  panels  belonged  to  an  altarpiece  in  St.  Mary's  Chapel  of  the  Parish 
Church  at  Stein,  south  of  Immenstadt  in  the  Allgau,  Bavaria's  most  south- 
western region.  (See  map). 

4.  The  Laubenberg  family  commissioned  a  second,  similar  altarpiece  by  the 
same  artist  for  a  chapel  at  their  nearby  Castle  Laubenberg  above  Stein 
(or  Castle  Laubenberg-Stein). 

5.  One  wing  of  this  second  altarpiece  survives  in  a  private  collection  at  Cas- 
tle Rauhenzell  in  the  district  of  Sonthofen  in  the  Allgau  (fig.  3). 

6.  With  the  above  information  it  has  now  become  possible  to  propose  a  re- 
construction of  the  original  organization  of  the  two  altarpieces. 

Before  tracing  the  sequence  of  these  new  findings,  it  might  be  helpful  to  take  a 
close  look  at  the  known  panels  of  both  altarpieces. 

*  I  want  to  thank  my  research  assistant,  Mrs.  Inge  Witt,  for  her  great  help  in  the  preparation  of 
this  article. 


2    South  German  Master  (Kempten)  c.  1450 
St.  Catherine  and  St.  Vitus 
Panel,  45 '/2  x  20" 
Original  State  Appropriation 
52.9.143 
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Panel  I,  Raleigh 


The  left  Raleigh  panel  shows  the  figures  of  Saints  Barbara  and  Valentine 
above  the  kneeling  figures  of  the  donor — Caspar  von  Laubenberg  and  his  sons. 
In  medieval  fashion,  they  are  depicted  in  much  smaller  size  than  the  saints, 
clearly  indicating  their  lower  status  when  compared  with  their  heavenly  pro- 
tectors. The  saints  are  shown  against  a  gold  background  with  a  pattern  of  pome- 
granates. Halos  are  placed  behind  their  heads.  Fore  and  middle  fingers  of  their 
right  hands  are  held  in  a  gesture  of  blessing,  evidently  meant  for  the  knight  and 
his  sons  who  kneel,  one  behind  the  other,  on  simple  squared  logs  at  the  feet  of 
the  saints  (fig.  1,  detail).  The  knight  appears  in  full  armor  with  only  his  head 
bared.  His  helmet  can  be  seen  lying  in  the  grass  behind  him.  The  coat  of  arms  in 
the  lower  right  corner  contains  a  large  shield  with  three  leaves  in  a  diagonal 
sequence,  crowned  by  a  helmet  and  flanked  by  two  huge  wings.  From  this  hel- 
met ornate  leaf-work  descends  on  both  sides.  The  shield  identifies  the  knight 
as  a  member  of  the  Laubenberg  family.2 


Fig.  1    Detail:    Knight  Caspar  von  Laubenberg  with  sons  Hans  Moritz  and  Hans  Caspar 


The  knight  and  his  two  young  sons  are  shown  in  a  meadow  filled  with  grass 
and  an  abundance  of  trefoil  leaves.  The  three  male  members  of  the  Laubenberg 
family  appear  with  large  scrolls  bearing  inscriptions.  The  knight's  scroll  is  in 
German  and  reads  as  follows:  Maria  un(d)  jer  lieben  hailgen  bittend  got  fur 
uns  (Mary  and  beloved  Saints,  intercede  for  us).  The  inscriptions  on  both  of  the 
boys'  scrolls  are  in  Latin:  Ora  pro  nobis  and  are  preceded  by  their  respective 
names:  Hans  Moritz  for  the  boy  closest  to  his  father;  Hans  Caspar,  for  the  small- 
er one  behind  him. 

The  female  saint  is  shown  as  a  princess  with  an  elaborate  crown  on  her  head. 
In  her  left  hand  she  holds  the  book  on  which  stands  the  chalice  identifying  her 
as  St.  Barbara.3  Inside  this  chalice  appears  the  host  which  is  set  into  the  so- 
called  Melchizedek.4  The  undulating  tresses  of  her  hair  fall  over  her  shoulders; 
her  high-waisted,  light  red  dress  is  covered  by  a  green  cloak  tucked  up  under 
her  right  arm.  Both  dress  and  cloak,  ending  in  broken  folds,  fall  all  the  way  to 
the  ground. 

St.  Barbara's  male  companion  wears  the  attire  of  a  bishop.  On  his  head  sits 
a  miter  here  decorated  with  pearls.  He  hold  his  pastoral  staff  with  its  sudarium 
in  his  left  hand.  The  invalid  at  his  feet  identifies  him  as  St.  Valentine,  guardian 
saint  of  the  handicapped.5 

As  an  outer  garment  St.  Valentine  wears  a  three-quarter-length  dark  red 
chasuble,  lined  in  gold  and  with  green  fringes.  The  chasuble  is  draped  over  his 
sloping  shoulders  and  is  held  in  place  by  two  large  fibulas  or  clasps  connected 
with  a  wide  woven  band.  One  of  these  fibulas  shows  a  pelican  tearing  at  her 
breast  to  feed  her  young  with  her  blood,  a  symbol  of  Christ.  On  the  other  appears 
a  face  which  might  represent  sun  or  moon.  The  dalmatica,  a  long-sleeved  tunic 
with  gold  ornaments  on  black,  falls  from  under  the  bishop's  chasuble..  The  end 
of  his  red  stola — of  a  darker  hue  than  the  chasuble — is  visible  below  the  dal- 
matica. Broken  folds  of  St.  Valentine's  full-length  and  spacious  alba,  a  white 
linen  tunic,  can  be  seen  beneath  the  outer  apparel;  the  white  linen  amice  or 
scarf,  normally  donned  as  first  garment  when  vesting  for  Mass,  is  seen  here, 
tucked  diagonally. 

Further  stressing  the  distinction  between  heavenly  and  earthly  figures,  re- 
splendent colors  of  background  and  garments  are  reserved  for  the  upper  por- 
tion of  the  panel.  In  the  lower  third  of  the  painting,  which  contains  the  small- 
sized  mortals,  the  artist  has  been  sparing  with  color:  greens  of  various  hues 
for  the  meadow,  shades  of  brown  and  black  predominate  for  family  crest  and 
armor  and  much  of  the  boys'  identical  outfits.  Red  laces  tying  the  sons'  col- 
lars provide  the  one  tiny  accent  of  vibrant  color. 

Panel  II,  Raleigh 

In  the  right  panel,  also  against  a  gold  background,  Saints  Catherine  and  Vitus 
appear  with  circular  halos  set  in  a  pattern  of  pomegranates.  These  saints,  in 
turn,  are  accompanied  by  the  donors — in  this  case,  female  members  of  the  Lau- 
benberg family — seen  in  the  lower  section  of  the  picture  (fig.  2,  detail). 


The  female  saint  is  shown  with  a  double-edged  sword  and  a  wheel,  the  two 
attributes  of  St.  Catherine  who  was  tortured  on  the  wheel  and  finally  beheaded 
by  the  sword.  St.  Catherine  appears  with  braided  hair  on  which  is  set  an  enor- 
mous turban,  the  loose  end  of  which  hangs  over  her  left  shoulder.  The  upper  por- 
tion of  her  crown  appears  above  this  turban  which  is  embellished  with  a  large 
jeweled  clasp  with  a  square  sapphire  in  its  center.  The  tucked  folds  of  her  dark 
blue  dress  resemble  those  of  St.  Barbara's,  but  her  costume  is  more  richly  de- 
corated: three  golden  fastenings  can  be  seen  on  the  bodice,  while  the  high 
waistline  is  circled  by  a  black  belt  with  silver  ornaments  and  elaborate  clasp. 
Tiny  golden  clasps  appear  on  the  slits  of  her  sleeves.  The  open  mantle-cloak, 
lined  in  greenish-gold,  is  pulled  forward  by  the  Saint's  left  hand  and  also  shows 
golden  fastenings. 

Identified  by  a  lamp  in  his  right  hand  and  a  large  cauldron  at  his  feet,6  St. 
Vitus,  holding  the  palm-leaf  of  the  martyr  in  his  left  hand,  stands  behind  St. 
Catherine.  His  fair,  shoulder-length  hair  is  tightly  curled.  On  his  head  sits  a 
bulky  cap  with  a  long,  loose  end  hanging  over  and  behind  his  right  shoulder. 
The  simple  cloak,  cut  from  a  rectangular  piece  of  cloth  with  a  hole  for  the  head, 
is  buttoned  on  his  right  shoulder. 

The  cloak's  deep  red  contrasts  with  its  green  lining  and,  to  a  lesser  degree, 
with  the  lighter  red  of  his  cap  and  suit.  This  suit  consists  of  tights  and  a  light- 
fitting  tunic  or  overblouse  with  small  clasps.  Dark-brown  pointed  shoes  reveal 
part  of  a  lighter-colored  lining  at  the  ankle-cuff. 

The  large  metal  cauldron  referring  to  his  martyrdom — immersion  in  boiling 
lead  and  pitch — might  be  of  copper  or  brass  and  has  a  black  cast-iron  handle. 
Corresponding  with  the  left  panel,  a  family  crest  appearing  in  the  lower  left- 
hand  corner  of  the  painting  identifies  the  female  donor  as  Anna  von  Freiberg 
with  her  four  daughters  (fig.  2,  detail).  The  shield  in  this  crest  shows  a  bar  over 
three  balls  and  the  helmet  is  crowned  by  a  large  plume.  Leafy  scrolls — similar 
to  the  ones  over  the  knight's  helmet — descend  on  the  sides.  In  counter-motion 
to  those  found  on  the  left  panel,  large  scrolls  bear  identifying  inscriptions  in 
German  and  Latin.  The  four  Laubenberg  girls  are  identified  as  Amalie,  Maria, 
Margaretha  and  Anna. 

The  kneeling  figures  of  mother  and  daughters  are  attired  in  floor-length  gowns 
of  peacock  blue  which  are  held  together  at  the  waist  by  narrow  black  belts  with 
gold  ornaments  and  large  golden  tassels.  The  girls'  outfits  are  identical  with 
wide,  stand-up  collars  tied  with  red  laces.  The  mother's  dress  varies  from  those 
of  her  daughters  only  in  some  details.  She  wears  a  loose  train  of  blue,  garnished 
with  a  long  feather.  The  bodice  and  sleeves  have  additional  gold  ornamentation 
on  black.  She  wears  a  matron's  white  headdress,  the  long,  loose  left  end  of  which 
is  slung  over  her  wrist.  Braided  hair  peers  from  under  this  headdress. 

The  four  girls  wear  narrow  black  ribbons  braided  into  their  tresses.  These 
ribbons  are  worn  by  unmarried  girls,  indicating  their  virginal  status.  Amalie 
and  Maria  are  shown  with  dark-brown,  their  younger  sisters  with  lighter,  al- 
most blond  hair.  Mother  and  daughters,  kneeling  in  a  grassy  meadow,  hold  their 
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hands  in  a  gesture  of  prayer  corresponding  to  that  of  their  male  counterparts  in 
the  left  panel. 


Fig.  2    Detail:  Anna  von  Freiberg  with  daughters  Amalie,  Maria,  Margaretha,  and  Anna. 

Panel  III,  Rauhenzell 


The  left  altar  wing  from  Castle  Rauhenzell  has  much  in  common  with  the 
left  wing  at  Raleigh  (fig.  3).  Here  St.  Barbara  is  replaced  by  St.  Catherine  who 
also  appears  on  the  right  wing  in  Raleigh.  St.  Valentine  again  is  the  male  saint, 
but  he  is  drawn  afresh  in  each  instance.  Where  in  the  Raleigh  wing  he  holds 
the  crozier  in  his  left  hand,  the  Rauhenzell  panel  shows  him  with  a  less  elaborate 
version  of  this  staff  in  his  right.  An  open  breviarium  appears  in  his  left  hand. 
The  gesture  of  blessing  is  absent,  being  retained  only  by  the  female  saint.  The 
epileptic  at  his  feet  here  lies  on  his  back,  not  on  his  stomach  as  in  the  Raleigh 
wing. 

St.  Catherine  does  not  wear  a  turban  as  in  the  Raleigh  panel,  but  bears  a  high 
crown  set  on  braided  and  full  tresses.  Her  cloak  is  fastened  with  a  large  circular 
brooch  just  below  the  neckline.  She  is  gathering  some  of  the  folds  of  the  cloak 
with  her  right  forearm  and  presses  them  to  her  breast.  With  her  left  hand  she 


is  taking  up  the  heavy  folds  of  the  left  half  of  her  cloak.  She  shoulders  her 
sword  but  still  retains  the  gesture  of  blessing  towards  the  knight  and  his  sons  at 
her  feet  (fig.  3,  detail). 

A  discrepancy  arises  in  the  representation  of  the  donor's  sons.  In  the  Raleigh 
wing  the  older  boy  is  called  Hans  Moritz,  yet  in  the  Rauhenzell  wing  he  is  iden- 
tified as  Hans  Caspar. 

Considerable  differences  exist  in  the  way  St.  Valentine  is  attired  in  the  two 
wings.  Here  two  crosses  are  placed  over  the  front  and  back  half  of  his  miter  and 
the  drapery  of  his  chasuble,  cascading  in  heavy  triangular  folds,  is  seemingly 
held  by  only  one  square  clasp  on  his  left  shoulder.  A  pattern  of  pomegranates 
appears  in  the  pile  of  the  velvet  of  his  dalmatica  which  is  embellished  with  a 
richly  ornamented  border.  The  end  of  his  stola  is  decorated  with  an  eagle  with 
outspread  wings.  Judging  by  the  beautiful  and  realistic  flowers  such  as  the  bunch 
of  daisies  in  the  meadow  above  the  epileptic's  head  and  the  assortment  of  lilies 
of  the  valley,  violets  and  wild  strawberries  in  bloom,  one  is  tempted  to  speculate 
that  the  Rauhenzell  altar  wing  was  painted  at  a  more  advanced  season  of  the 
year  than  its  Raleigh  counterpart. 


Fig.  3    Rauhenzell  wing: 

South  German  Master  (Kempten)  c.  1450 
Mary  from  an  Annunciation 
Panel,  539/iex2314 
Private  German  Collection 


With  the  description  of  the  Raleigh  and  Rauhenzell  wings  in  mind  let  us 
examine  the  circumstances  that  have  led  to  our  proposed  reconstruction  of  the 
original  altarpieces. 


Fig.  4    Rauhenzell  wing: 

South  German  Master  (Kempten)  c.  1450 

St.  Catherine  and  St.  Valentine 


Panel  539/i6  x  23  V-t" 


Private  German  Collection 


Fig.  1     (Raleigh  wing): 

South  German  Master  (Kempten)  c.  1450 

St.  Barbara  and  St.  Valentine 

Panel,  45'/2  x  20" 

Original  State  Appropriation 


When  the  North  Carolina  Museum  of  Art  first  acquired  the  two  panels  we  had 
no  idea  that  a  third  existed  which  would  provide  so  many  clues  to  our  own.  Nor 
did  the  owner  of  the  panel  at  Castle  Rauhenzell  realize  there  was  more  than  his 
solitary  altar  wing  in  existence. 

A  link  between  the  Raleigh  and  Rauhenzell  wings  emerged  in  1962  when  we 
questioned  the  identity  of  one  of  the  saints.  Entry  data  for  the  North  Carolina 
Museum  of  Art  Catalogue  of  Paintings  of  19567  had  listed  the  saints  as  Barbara 
and  Augustine  on  the  left  panel,  Catherine  and  Vitus  on  the  right.  A  study  of 
iconographical  material  suggested  the  male  saint  in  the  left  panel  to  be  Valentine 
instead  of  Augustine.  To  verify  this  we  approached  Dr.  Alfred  Stange,  a  leading 
authority  in  the  field  and  author  of  the  monumental  work  on  German  Gothic 
painting.8 


Fig.  1    Detail  (Raleigh) 


Stange's  reaction  to  our  enquiry  was  immediate,  positive  and  enthusiastic: 
the  male  saint  on  our  left  panel  was  indeed  St.  Valentine,  patron  of  the  handi- 
capped. Both  he  and  his  saintly  counterpart  portrayed  on  the  Rauhenzell  wing 
are  accompanied  by  an  invalid  at  their  feet.  More  significantly,  a  close  bond  be- 
tween the  three  wings  was  now  established.  A  comparison  of  photographs 
showed  the  striking  similarity  in  composition,  style  and  subject  matter. 

Preserved  in  a  private  German  collection,  the  Rauhenzell  wing  had  come  from 
an  altarpiece  in  the  Chapel  at  Castle  Laubenberg-Stein  south  of  Kempten.  Two 
paintings  appear  on  the  wing  (fig.  3  and  4).  The  Virgin  from  an  Annunciation 
is  depicted  on  the  obverse,  and  on  the  reverse  are  shown  Saints  Catherine  and 
Valentine,  accompanied  by  the  donor  Knight  Caspar  von  Laubenberg  with  his 
two  sons. 

In  1963  Stange  was  asked  to  discuss  the  historical  and  artistic  aspects  of  the 
three  altar  wings  in  a  regional,  cultural  journal,  Das  Schdne  Allgau.a  With  the 
publication  of  his  article  the  rarity  of  all  three  panels  became  increasingly  evi- 
dent. Stange  referred  to  "the  disasters  of  1632  and  1634  that  destroyed  all  docu- 
ments in  Kempten  and  must  have  vanquished  all  altarpieces  in  the  town."10  These 
losses,  tolls  of  the  Thirty  Years  War  that  raged  even  through  the  remote  Allgau 
region,  make  us  particularly  grateful  that  any  archival  records — indeed  the 
panels  themselves — were  spared  from  the  ravages  of  religious  feuds  between 
Catholics  and  Protestants  during  the  Counter-Reformation. 

There  were  probably  few  examples  of  panel  paintings  from  the  Allgau  to  be- 
gin with.  According  to  Stange,  "wall  painting  was  still  prevalent  during  the 
early  and  middle  fifteenth  century  so  that  many  altarpieces  may  have  been 
painted  directly  on  walls  instead  of  on  wooden  panels." 

As  to  authorship  Stange  considered  but  finally  dismissed  the  Strigel  family 
with  a  well-known  workshop  in  Memmingen/Allgau.  More  specifically  he  re- 
jected Hans  Strigel,  the  Elder  (act.  1430-1462)  as  a  possibility.11  Stange  found 
little  beyond  a  loose  stylistical  and  regional  connection  between  this  Strigel 
and  the  master  of  the  two  altarpieces  under  discussion.  "Both  painters  are  rooted 
in  the  art  of  the  early  fifteenth  century,  representing  a  late  phase  of  the  so-called 
soft  style;  even  though  motifs  of  garment  folds  show  sharp  angular  corners  and 
are,  in  some  places,  even  balled  together  into  tight  masses,  they  still  retain  a 
certain  softness." 

Stange  found  the  same  holding  true  of  the  features  and  bodies  of  the  saints: 
".  .  .  their  faces  look  young,  their  bodies  are  barely  suggested  under  the  gar- 
ments; their  gestures  are  elegant,  almost  dainty."  Stange  asserted  that  the  mode 
of  costume,  specifically  the  Burgundian  headdress  worn  by  St.  Catherine  and  the 
Sendelbinde  (scarf),  hanging  down  from  St.  Vitus'  cap,  definitively  placed  both 
altarpieces  in  the  years  preceding  1450. 

Several  other  artists  and  their  workshops  active  in  the  Allgau  region  during 
the  first  half  of  the  fifteenth  century  were  discussed,  but  Stange  found  no  con- 
vincing proof  that  would  link  our  artist  to  any  of  these.  Basing  his  observations 
on  the  style  of  the  drapery  in  the  painting  and  on  the  shape  of  St.  Valentine's 
head,  Stange  was  able  to  connect  the  anonymous  artist  of  both  altarpieces  with 
the  painter  of  a  panel  in  the  Stuttgart  Landesmuseum12  and  with  an  Adoration 
of  the  Magi  in  the  Leichtle  Collection,  Lenzfried. 


In  his  earlier  description  of  the  Rauhenzell  wing13  Stange  had  assigned  it  to 
"the  middle  of  the  fifteenth  century,  possibly  a  few  years  earlier."  After  study- 
ing the  Raleigh  wings,  he  became  convinced  that  two  similar  altarpieces  must 
have  been  created  at  roughly  the  same  time.  He  based  his  assumption  on  the 
fact  that  Knight  Caspar  looks  like  a  young  man  in  his  late  twenties  in  both  the 
Raleigh  and  the  Rauhenzell  wings,  and  that  the  two  sons,  fairly  close  in  age, 
are  very  young  in  both  versions.  He  did  not  care  to  make  a  judgment  as  to 
which  of  the  altarpieces  was  executed  first.  "Garments  of  St.  Catherine  and 
St.  Barbara  in  Raleigh  seem  slightly  less  developed  than  the  garment  worn  by 
St.  Catherine  in  the  Rauhenzell  wing.  Yet  the  garments  worn  by  the  donor's  wife 
and  her  daughters  show  such  rich  movement  of  folds  that  this  panel  could  have 
been  painted  later.  Both  altarpieces  can  therefore  with  some  assurance  be  as- 
signed to  the  forties  of  the  fifteenth  century." 

Stange  stressed  the  striking  likeness  of  the  left  wing  in  Raleigh  and  the  Rau- 
henzell wing.  Concerning  the  missing  right  panel  of  the  Rauhenzell  altarpiece, 
Stange  speculated  that,  because  an  Annunciation  is  not  complete  without  the 
Archangel  Gabriel,  the  companion  piece  to  the  panel  showing  the  Virgin  would 
certainly  have  taken  Gabriel  as  its  subject.  As  for  the  missing  inside  panel, 
Stange  could  then  assume  that  the  subjects  were  two  saints  accompanied  by  fe- 
male donors  much  like  those  in  the  Raleigh  wing.  Conversely,  we  in  Raleigh 
could  speculate  that  the  missing  paintings  on  the  back  of  our  panels  also  con- 
tained an  Annunciation.  (See  figs.  5  and  6). 

The  closed  altarpieces  showing  the  Annunciation  would  be  opened  on  holy 
days  to  display  the  shrines  containing  carved  figures  of  the  Virgin  and  two 
saints,  flanked  by  paintings  of  saints  and  donors. 

Since  the  two  panels  in  Raleigh  are  only  one-fourth  inch  thick,  and  since  their 
backs  are  shaved  and  they  are  cradled,  it  has  been  suggested  that  the  missing 
paintings  were  at  some  point  removed  by  splitting  the  panels  in  half.14 

Stange  also  provided  additional  historical  data  pertaining  to  the  Laubenberg 
family:  Caspar  von  Laubenberg  appears  in  documents  as  early  as  1443.  He  died 
in  1493  after  acquiring  great  estates  and  is  buried  in  the  parish  church  in  Stein. 
A  tablet  showing  Mary  and  four  saints  bears  a  lengthy  epitaph  and  still  hangs 
in  the  apse  of  the  Church  to  mark  his  burial  site.15 

Stange  came  up  with  a  colorful  insight  into  the  character  of  Laubenberg's 
courageous  and  determined  ("tiichtig  und  tapfer")  spouse  who,  through  her  ef- 
fective intervention,  averted  bloodshed  in  1475. 16  Apparently  this  lady  dissuaded 
a  mob  of  townspeople  from  Kempten,  already  on  the  move  against  Castle  Wolken- 
berg,  from  their  slaughterous  intention.  The  townspeople  had  attended  a  wed- 
ding at  Betzigau  and  must  have  been  goaded  into  foolhardy  and  rebellious  ac- 
tion by  too  much  drink  and  general  discontent. 

Knight  Caspar  von  Laubenberg  and  his  wife  must  have  had  at  least  three 
sons.  Only  two  of  them  are  portrayed  on  the  altarpieces.  Son  Hans  Moritz  seems 
to  have  died  at  an  early  age.  His  brother,  Hans  Caspar  (d.  1522)  married  Agathe 
von  Stadion.17  A  third  son,  Hans  Johannes,  not  portrayed,  was  married  to  Bar- 
bara von  Hirnheim  and  died  in  1517.  Like  his  father,  Knight  Caspar,  he  is  buried 


in  the  parish  church  at  Stein  where  a  fine  gravestone  displays  his  full  portrait.18 

Until  the  Raleigh  wings  were  brought  to  Stange's  attention  little  had  been 
known  about  any  daughters  of  Caspar  and  his  wife,  Anna.  The  names  of  Isald, 
Amalia  and  Margaretha  had  been  mentioned.  The  Raleigh  wings  gave  evidence 
of  four  daughters,  namely  Amalie,  Maria,  Margaretha  and  Anna.  Stange  theo- 
rized that  ".  .  .  perhaps  it  was  a  happy  event  that  prompted  the  Laubenberg  and 
his  spouse  to  donate  the  two  altarpieces  for  chapels  on  their  estates." 


Fig.  5    PROPOSED  RECONSTRUCTION  OF  ALTARPIECE  FROM 
ST.  MARY'S  CHAPEL,  PARISH  CHURCH,  STEIN 


RALEIGH  WINGS 
[Panels  1  and  4] 


1.  Left  Raleigh  wing  (obverse):  Saints  Barbara  and  Valentine  accompanied  by  male  members 
of  the  Laubenberg  family. 

2.  Left  Raleigh  wing  (reverse):   Missing  panel.  Probably  the  Virgin  from  an  Annunciation. 

3.  Missing  shrine:   Mary,  Saints  George  and  Leonard  (?) 

4.  Right  Raleigh  wing  (obverse):  Saints  Catherine  and  Vitus  accompanied  by  female  members 
of  the  Laubenberg  family. 

5.  Right  Raleigh  wing  (reverse):   Missing  companion  piece  to  panel  no.  2.  Probably  Gabriel 
from  an  Annunciation. 


Fig.  6    PROPOSED  RECONSTRUCTION  OF  ALTARPIECE  FROM  THE 
CHAPEL  AT  CASTLE  LAUBENB ERG-STEIN 


THE  RAUHENZELL  WING 
[Panels  6  and  7] 


Left  Rauhenzell  wing  (obverse):  Saints  Catherine  and  Valentine  accompanied  by  male 
members  of  the  Laubenberg  family. 

Left  Rauhenzell  wing  (reverse):  The  Virgin  from  an  Annunciation. 
Missing  shrine:   Mary,  Saints  George  and  Leonard  (?) 

Right  Rauhenzell  wing  (obverse):   Missing  panel.  Unidentified  Saints  [Barbara  and  Christo- 
pher?] accompanied  by  female  members  of  the  Laubenberg  family. 

Right  Rauhenzell  wing  (reverse):  Missing  panel.  Companion  piece  to  panel  no.  7.  Probably 
Gabriel  from  an  Annunciation. 


Scholars  and  archivists  in  the  Allgau  were  alerted  to  be  on  the  lookout  for  any 
reference  to  altarpieces  donated  by  the  Laubenberg  family.19  It  was  not  long 
before  documentary  proof  of  Dr.  Stange's  suppositions  was  discovered  by  Dr. 
Michael  Petzet,  now  director  of  the  Lenbachhaus  Museum  in  Munich.  Petzet 
was,  at  that  time,  engaged  in  compiling  a  register  of  all  art  works  in  the  Sonthofen 
district.  Fortunately  this  small  area  embraced  both  Stein  and  Castle  Rauhenzell. 
A  few  months  after  Stange's  article  had  appeared,  Petzet  reported  two  pieces  of 
documentary  evidence — found  in  Stein  and  in  Castle  Rauhenzell  respectively — 
which  related  directly  to  the  three  altar  wings  under  discussion: 

In  a  log  book  for  the  year  1500  in  the  Parish  Archives  in  Stein,  all  the  more 
significant  for  having  survived  the  destruction  of  the  Thirty  Years  War,  Petzet 
found  that  in  1450  a  chapel,  the  Marienkapelle,  was  added  to  the  nave  of  the 
parish  church  on  its  south  side.  This  chapel  contained  an  altarpiece  dedicated  to 
Saints  Mary,  George,  Leonard,  Barbara,  Valentine,  Vitus,  and  Catherine.  As 
will  be  recalled,  four  of  these  saints  are  depicted  on  the  Raleigh  panels:  namely, 
Barbara  and  Valentine  on  the  left  wing,  Vitus  and  Catherine  on  the  right.  We 
can  therefore  conclude  that  the  Raleigh  panels  once  formed  the  outer  wings  of  a 
hinged  altarpiece  in  St.  Mary's  Chapel  at  the  parish  church  in  Stein  and  that  the 
central  section  of  this  altarpiece  contained  carved  figures  of  the  Virgin,  flanked 
by  Saints  George  and  Leonard.20 

While  this  discovery  pinpointed  the  original  location  of  the  Raleigh  altar 
wings  it  did  not  establish  the  exact  date.  According  to  the  log  book  entry,  the 
Raleigh  wings  could  have  been  painted  before  1450  or  any  time  prior  to  1500 
when  they  are  recorded.  Stange  had  suggested  a  period  "before  1450"  based 
on  the  style  of  the  painting  as  well  as  the  apparent  youth  of  Knight  Caspar  von 
Laubenberg  who  lived  for  forty-three  more  years  after  the  chapel  was  completed 
in  1450. 

Petzet's  second  discovery  was  of  even  greater  import.  It  provided  evidence  that 
all  three  panels  discussed  here  had  been  completed  by  1450  and  offered  proof 
that  two  altarpieces  existed. 

Going  through  the  archives  at  Castle  Rauhenzell,  Petzet  found  a  description  of 
the  Castle  written  in  1629.  In  that  year  an  altarpiece  from  Castle  Laubenberg- 
Stein  was  already  at  Castle  Rauhenzell.  When  and  how  it  got  there  is  not  men- 
tioned. Although  the  altar  itself  was  badly  battered,  its  altarpiece  with  two 
painted  wings  intact  was  undamaged  and  bore  this  inscription  at  its  lower  edge: 
"Im  Namen  der  hailigen  Dreyfaltigkeit  und  unserer  lieben  Frauen,  St.  Joergen, 
St.  Leonhards,  St.  Christophs  ist  die  lobliche  Kapell  zu  Stein  auf  dem  Schloss 
und  in  der  Pfarrkirche  daselbst  angefangen  und  gebauen,  von  dem  edlen  und 
gestrengen  Herrn  Caspar  von  Laubenberg  zum  Stein  Ritter  und  Anna  von  Lau- 
benberg, geborne  von  Freyberg  zum  Eisenberg  seines  ehlichen  Gemahls,  da  man 
zahlt  1450  Jahr."  (In  the  name  of  the  Holy  Trinity,  of  our  Dear  Lady  and  Saints 
George,  Leonard,  and  Christopher,  the  chapels  at  Castle  Stein  and  at  the  Parish 
Church  also  in  Stein  were  begun  and  completed  in  the  year  1450  by  the  Honor- 
able and  Severe  Lord  Knight  Caspar  von  Laubenberg  zum  Stein  and  by  Anna  von 
Laubenberg,  nee  von  Freyberg  zum  Eisenberg,  his  spouse.) 


Petzet  argued  that  if  both  chapels  were  built  and  completed  in  1450,  both  al- 
tarpieces  must  also  have  been  created  that  very  same  year.  This  seems  a  logical 
conclusion  since  the  chapels  could  not  have  been  used  before  their  altars  had 
been  consecrated  and  since  every  effort  would  normally  have  been  made  to  have 
altarpieces  installed  prior  to  the  consecration  of  such  altars. 

The  foregoing  evidence  makes  it  possible  not  only  to  reconstruct  the  two 
complete  altarpieces  in  the  mind's  eye,  but  to  place  their  original  settings  in  the 
mountainous  region  of  Bavaria:  the  Raleigh  wings  in  the  parish  church  in  the 
small  town  of  Stein,  and  the  Rauhenzell  wing  in  the  neighboring  Castle  Lauben- 
berg-Stein. 

Since  so  few  examples  of  panel  painting  from  the  Allgau  prior  to  1450  have 
survived,  the  two  altar  wings  at  Raleigh  add  considerably  to  the  limited  amount 
of  knowledge  existing  about  this  small  but  significant  area  of  German  painting. 


NOTES 

1.  Copy  of  the  opinion  of  Dr.  Paul  Ganz  (1872-1954)  of  Basle,  Switzerland  which  accompanied 
the  Raleigh  wings:  "The  picture  in  question  of  which  you  sent  the  photo  to  Oberhofin  [sic]  is 
a  very  interesting  work  by  a  South-German  painter  of  the  XVth  Century.  The  man  represented 
with  his  two  boys  is  Caspar  von  Laubenberg,  who  became  proprieter  [sic]  of  the  Castle  of  Werin- 
way  [sic]  on  the  Danube  in  1444.  His  wife  Anna  von  Fresberg  [sic]  is  named  in  1449.  The  younger 
son  Hans  Caspar,  named  in  1475  as  a  knight  and  married  with  Agnes  von  Hadrion,  died  in  1532. 
These  dates  are  corresponding  with  the  style  of  the  picture,  which  has  been  painted  circa  1450. 
This  picture  is  not  Zurich  school,  but  School  of  the  High  Rhein  [sic]  .  .  .  (signed)  Paul  Ganz." 
Unfortunately,  we  were  unable  to  obtain  the  original  of  this  opinion.  It  was  probably  hand- 
written in  German  which  would  explain  some  of  the  more  obvious  misspellings.  "Castle  of  Werin- 
way"  must  be  a  corruption  of  Castle  Werenwag,  in  the  Upper  Danube  valley,  a  few  miles  west 
of  Sigmaringen.  This  would  mean  that  the  Laubenberg  estates  were,  as  reported  in  Dr.  Stange's 
article,  far-flung  indeed — Castle  Werenwag  being  more  than  60  miles  northwest  of  Kempten  in 
the  Allgau,  the  area  where  the  paintings  originated. 

2.  Ganz  opinion. 

8.  St.  Barbara  is  the  only  female  saint  who  carries  the  sacramental  cup  and  wafer.  She  does 
so  in  reference  to  her  last  wish.  At  the  moment  of  her  death  the  Saint  requested  the  grace  of  the 
Sacrament  for  all  who  would  honor  her  martyrdom.  Cf.  G.  Ferguson,  Signs  and  Symbols  in 
Christian  Art,  New  York,  1954,  186-7. 

4.  Named  after  Melchizedek,  King  of  Salem  and  High  Priest  who  greeted  Abraham  after  his 
victory  and  brought  him  bread  and  wine  saying:  "Blessed  be  Abraham  of  the  most  high  God, 
possessor  of  heaven  and  earth."  The  writer  of  the  Epistle  to  the  Hebrews  (Hebrews  7,  1  ff.)  re- 
lates this  episode  to  the  sacrifices  of  Christ  and  to  Christ's  priesthood  Cf.  Ferguson,  op  cit.  78. 

5.  In  German  medieval  art  St.  Valentine  is  represented  with  a  cripple  at  his  feet,  who  was 
later  thought  to  be  an  epileptic  whence  St.  Valentine  in  Germany  became  patron  saint  of  epilep- 
tics. Cf.  The  Book  of  Saints,  compiled  by  Benedictine  Monks  of  St.  Augustine's  Abbey,  Rams- 
gate,  N.Y.,  1947,  588  and  K.  Kiinstle,  Ikonographie  der  christlichen  Kunst,  Freiburg,  1926,  II, 
574-6. 

6.  According  to  the  Legenda  Aurea,  St.  Vitus  was  the  son  of  rich  parents  living  in  Mazzara 
on  the  west  coast  of  Sicily  at  the  end  of  the  4th  century  A.D.  At  the  age  of  seven  he  fled  his 
home  in  the  company  of  his  nurse  Crescentia  and  Saint  Modestus,  as  his  father  attempted  to 
force  him  to  give  up  the  Christian  faith.  All  three  were  allegedly  dragged  into  the  courts  of 
the  Roman  Emperor  Diocletian  and  subjected  to  fearful  torture.  St.  Vitus  was  immersed  in  a 


cauldron  of  boiling  lead  and  pitch  but  saved  from  death  by  an  angel  who  took  him  and  his 
companions  to  safety  in  Lucania,  a  region  in  Southern  Italy,  on  the  tip  of  the  peninsula.  There 
all  three  lived  out  a  peaceful  life.  St.  Vitus  became  popular  in  Germany  during  the  fifteenth 
century  and  is  frequently  portrayed  as  one  of  Fourteen  Helpers  in  Need,  that  group  of  saints 
who  could  purportedly  be  relied  upon  to  answer  prayer.  In  keeping  with  German  tradition  of 
the  time,  every  one  of  the  Saints  appearing  in  the  two  Allgau  altarpieces  under  discussion  is  a 
Nothelfer  (helper  in  need).  Most  commonly  depicted  with  a  cauldron,  St.  Vitus  sometimes  ap- 
pears with  a  rooster  or,  as  here,  with  a  lamp,  symbol  of  wisdom  and  piety,  because  of  the  light 
it  sheds.  Cf.  Ferguson,  op.  cit.,  315  and  Kiinstle,  op  cit.  II,  583-588. 

7.  W.  R.  Valentiner,  Catalogue  of  Paintings,  North  Carolina  Museum  of  Art,  Raleigh,  1956, 
75,76. 

8.  A.  Stange,  Deutsche  Malerei  der  Gotik,  Berlin,  1936-61,  I-XI. 

9.  A.  Stange,  "Zwei  allgauische  Altarfliigel  in  Raleigh,  USA,"  Das  schone  Allgau,  XXVI,  I, 
1963,25-28. 

10.  Ibid.,  p.  25. 

11.  Commenting  on  an  earlier  suggestion  that  the  Raleigh  wings  might  be  assigned  to  Ivo 
(Yff)  Strigel,  younger  son  of  Hans  the  Elder,  master  painter  in  Memmingen  (b.  1430,  d.  1516) 
Dr.  Stange  wrote:  "while  I  agree  that  the  Raleigh  panels  must  have  originated  in  the  Allgau 
region,  I  do  not  believe  they  were  painted  by  Ivo  Strigel;  there  is  considerable  difference  of 
style;  I  would  prefer  to  attribute  them  to  an  anonymous  master,  c.  1450." 

12.  Seven  years  later  another  article  would  appear  in  the  same  regional  journal  supporting 
Stange's  analysis  and  stylistic  attribution.  Cf.  W.  Grundmann,  "Der  hi.  Theodul,  seine  Wetter- 
glocke  und  Weintraube  im  Spiegel  schwabischer  Kunst,"  Das  schone  Allgau,  Sep  1970,  1 14  ff. 

13.  Stange,  op.  cit.,  1957,  VIII,  119. 

14.  Although  large  cracks  in  the  wood  appear  in  corresponding  places  on  both  panels,  it 
seems  unlikely  that  the  Raleigh  wings  were  obverse  and  reverse  of  one  and  the  same  wing 
which  was  later  split  in  half.  Rather  it  seems  that  the  two  suitable  panels  taken  from  the  same 
block  of  wood  have  over  the  centuries  warped  in  identical  areas.  The  obverse  of  the  comparable 
Rauhenzell  wing  depicting  Mary  from  an  Annunciation  rather  than  saints  and  donors  furnishes 
more  evidence  that  the  Raleigh  paintings  were  indeed  two  separate  wings  of  an  altarpiece. 

15.  F.  Baumann,  Geschichte  des  Allgau,  1883  ff.,  II,  148. 

16.  Allgauer  Geschichtsfreund ,  II,  1890. 

17.  A.  Weitnauer,  Allgauer  Chronik,  1962,  91. 

18.  Ibid.,  p.  106. 

19.  Concurrently  we,  in  our  quest  for  further  elucidation,  had  approached  the  present  owner 
of  the  Rauhenzell  wing.  Photographs  were  exchanged.  Eckhart,  Freiherr  von  Lerchenfeld  still 
lives  in  Castle  Rauhenzell,  the  very  castle  whose  archives  yielded  some  of  the  crucial  documen- 
tation discovered  by  Dr.  Petzet.  Baron  Lerchenfeld  expressed  delight  in  seeing  the  photograph 
of  the  wing  from  Raleigh  so  like  his  own. 

20.  Clarifying  an  earlier  comment,  Petzet  stated  in  a  recent  letter  that  indeed  he  felt  the 
three  saints  in  the  central  section  of  the  shrine  were  three  carried  figures.  His  findings  have 
since  appeared  in  the  offical  inventory  for  the  district  of  Sonthofen.  Cf.  M.  Petzet,  Die  Kunst- 
denkmaler  von  Bayern,  Schwaben  VIII,  Landkreis  Sonthofen,  Munich,  1964,  863. 


Photographs:   Gus  Martin  (fig.  1,  2);  A.  Weitnauer  (fig.  3);  Lala  Aufsberg  (fig.  4). 


Pictorial  Precedents  for  the  Representation 
of  Doge  Lionardo  Loredano  in  Batoni's 


Pompeo  Batoni's  Triumph  of  Venice  (fig.  1)  is  richly  complicated  in  its  story. 
Tt  is  so  filled  with  literary  allusions  turned  into  images  that  it  wants  to  be  read 
as  well  as  seen  and  our  pleasure  in  looking  at  it  is  enhanced  as  we  discover,  name, 
and  judge  the  aptness  of  its  many  thoughtful  conceits. 

In  a  previous  contribution  to  the  Bulletin1  I  tried  to  show  in  some  detail  to 
what  extent  the  success  of  this  eighteenth  century  work  is  the  happy  result  of 
the  intelligent  cooperation  between  Batoni  and  Marco  Foscarini,  his  learned  and 
poetically  gifted  patron.  Foscarini,  who  was  Venetian  ambassador  at  the  papal 
court  and  later  doge  of  Venice,  proposed  the  complex  plan  for  the  picture  to 
which  Batoni  responded  with  interest  and  grace. 

Ever  so  suitably  for  a  work  that  was  to  hang  in  the  ambassador's  residence, 
the  Palazzo  Venezia  at  Rome,  the  picture  praises  the  happiness  which  Venice 
enjoys  as  a  result  of  good  government.  It  virtually  breathes  peace.  The  city,  as 
well  as  the  nearby  countryside,  the  Veneto,  which  it  rules  and  protects,  prosper 
in  the  tranquility. 

The  central  figure  is  the  allegory  of  Venice  herself,  a  beautiful  and  regal  young 
woman  seated  in  a  triumphal  chariot  which  is  pulled  by  two  lions  of  St.  Mark. 
By  her  side  stands  the  doge  Lionardo  Loredano  advising  her  in  the  role  of 
chancellor. 

Loredano  was  doge  (1501-1524)  at  a  time  when  the  very  existence  of  Venice 
was  in  danger.  France,  Spain,  Germany,  the  Papal  States  and  a  number  of  small- 
er countries  had  united  in  the  League  of  Cambrai  in  order  to  destroy  the  power 
of  Venice.  It  is  a  topos  of  Venetian  historical  writing — which  dates  back  almost 
to  the  time  of  the  events  themselves — that  it  was  only  due  to  the  political  and 
military  sagacity  of  Loredano  that  the  designs  of  the  League  were  defeated  and 
a  lasting  peace  was  established.  Furthermore,  it  is  held  that  this  peace  enabled 
literature  and  the  arts  to  be  developed  to  that  high  point  of  humane  accomplish- 
ment which  we  call  the  Venetian  Renaissance.  As  the  price  of  its  attainment, 
Venice  had  to  give  up  a  substantial  part  of  her  overseas  empire. 


Venice 


In  Foscarini's  time  Venice  had  largely  lost  her  place  as  a  power  to  be  reckoned 
with  in  European  affairs.  It  seemed  to  many  that  she  could  be  saved  only  by 
abandoning  all  claim  to  empire  and  devoting  her  talents  to  the  care  of  the  city 
and  the  immediate  dependencies  on  the  terra  firma  around  it.  Foscarini  certainly 
was  an  advocate  of  this  solution.  I  tried  to  show  in  my  first  article,  chiefly  by 
discussing  evidence  from  literary  sources,  that  he  articulated  his  opinions  in  the 
painting  he  commissioned  of  Batoni.  If  I  am  correct,  Foscarini  featured  the  por- 
trait of  Loredano  so  prominently  to  emphasize  a  historical  lesson  which  was  ever 
so  applicable  to  the  political  situation  of  his  day.  He  tells  the  viewer  of  the  work 
that  only  by  cherishing  the  gifts  of  peace — rather  than  empire  at  the  risk  of 
war — can  Venice  prosper  and  her  arts  flourish;  and  only  as  long  as  she  heeds 
the  council  of  Loredano  can  the  happiness  of  her  future  be  assured. 


Fig.  1  Detail:  Doge 
Lionardo  Loredano 


I  should  now  like  to  draw  attention  to  three  works  of  art  in  Venice  which  are 
prominently  placed  on  the  political  stage  of  the  former  Republic.  Each  of  these 
celebrates  Loredano  as  a  "prince  of  peace".  There  can  be  no  doubt  that  Fos- 
carini who  was  Venice's  official  historian  as  well  as  a  diplomat  knew  these 
works  well  and  cared  about  them.  As  we  look  at  them  we  should  be  able  to 
understand  better  the  naturalness  of  Foscarini's  choice  of  Loredano  as  a  key  fig- 
ure in  our  painting. 

Our  first  examples — three  beautifully  decorated  bronze  flag  pole  stands  (fig.  2) 
— are  found  on  the  piazza  in  front  of  the  church  of  St.  Mark.  The  flags  flown  from 
the  posts  inserted  in  these  stands  were  those  of  Cyprus,  Candia  and  Morea,  the 
three  territories  which  were  the  glory  of  Venice's  maritime  empire.  The  bronze 
bases  are  the  work  of  Alessandro  Leopardi.  They  were  erected  in  1505,  rather 
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Fig.  2   Fafade  of  St.  Mark's,  Venice,  with  the  three  flag  poles  in  their  bronze  bases  by  Alessandro 
Leopard  i. 

early  in  the  reign  of  Lionardo  Loredano.  As  is  to  be  expected  in  such  a  place, 
their  figurative  decoration  represents  a  political  allegory. 

On  the  lowest  (and  largest)  tier  of  the  central  post  support  (fig.  3)  is  a  sea- 
scape with  aquatic  creatures  and  three  ships,  the  ship  of  Justice,  the  ship  of  Peace, 
and  the  ship  of  Ceres.  Justice  is  shown  as  the  stern  and  beautiful  figure  of  Judith; 
her  attribute  is  the  severed  head  of  Holofernes.  A  putto  or,  perhaps  better,  a 
wingless  cupid  (wingless  so  that  the  love  of  Justice  may  not  fly  away)  holds  up 
a  flagstaff  to  which  are  attached  the  scales  of  Justice.  The  ship  itself  is  escorted 
by  a  sea  elephant,  because  the  elephant  is  a  symbol  of  wisdom  and  strength — 
which,  of  course,  are  needed  for  the  knowledge  and  administration  of  Justice. 

On  another  ship  sits  Minerva,  the  goddess  of  wisdom,  who  is  here  intro- 
duced as  an  allegory  of  statecraft.  She  holds  an  olive  branch — her  gift  to  man- 
kind and  the  symbol  of  peace — and  a  palm  branch,  the  sign  of  victory.  Her  left 
hand  rests  lightly  on  a  suit  of  armor,  for  not  without  preparedness  for  war  can 
peace  be  maintained.  A  putto  (or  the  Love  of  Peace)  guides  the  steering  wheel. 

The  ship  of  Ceres  (supported  by  two  dolphins)  follows.  The  goddess  holds 
sheaves  of  wheat  in  one  hand  and  a  horn  of  plenty  in  the  other.  The  stern  of  the 
ship  is  in  the  form  of  another  horn  of  plenty.  Both  cornucopiae  are  filled  with  the 
fruit  of  the  earth.2 


Fig.  3  Alessandro  L^eopardi.  The  centi 
bronze  base  for  the  flag  poles  in  fro 
of  St.  Mark's,  Venice. 


We  see,  in  other  words,  that  prosperity  is  the  result  of  a  government  capable 
of  promoting  and  maintaining  peace  and  justice.  The  emphasis  is  on  the  parti- 
cular circumstances  of  the  government  of  the  Venetian  empire.  The  bounty  of 
the  terra  firma  is  administrated  to  the  advantage  of  all  by  the  city  that  rules  the 
sea. 

The  representations  on  the  lowest  tiers  of  the  other  two  flag-supports  con- 
tinue this  theme:  we  see  all  sorts  of  grand  and  charming  aquatic  creatures  and 
nymphs  cavorting  and  carrying  the  produce  of  the  land  across  the  sea.  The 
second  tier,  on  all  three  post  supports,  shows  the  lion  of  St.  Mark  three  times 
around  each  post.  The  topmost  tiers,  festooned  with  fruit,  glory  in  a  repeated 
representation  of  the  lion  of  St.  Mark.  On  the  center  post-support  there  are  also 
trophies  suspended  from  the  fruit  ribbon  and  three  medallions  with  the  portrait 
of  Lionardo  Loredano. 

Clearly  the  whole  work  is  a  statement  of  Loredano's  proposed  public  policy 
which  all  doges  might  heed:    a  government  of  peace  and  plenty.3 

In  the  second  of  the  three  works  to  be  described,  we  see  that  Loredano's 
successful  statescraft  is  eulogized  in  the  sculptures  on  his  tomb  in  SS.  Giovanni  e 
Paolo,  the  funerary  church  of  the  doges  (fig.  4).  The  Doge  is  enthroned  be- 
tween two  allegories  prepared  for  war.  At  his  right  is  Venice  with  sword  drawn 
and  at  his  left  the  League  of  Cambrai — also  a  beautiful  figure  of  noble  bearing — 
who  holds  a  spear  (fig.  5). 4  The  Doge  addresses  himself  with  a  reasoning  or 
conciliatory  gesture  to  the  League,  indicating  the  preparedness  of  Venice  to  fight 
to  the  finish  and  the  senselessness  of  a  war  in  which  nothing  could  be  accom- 
plished but  slaughter.  One  can  see  that  he  restrains  both  the  forces  of  Venice 
and  the  League  by  his  appeal  to  reason.  This  dramatic  scene  is  supported  by 
the  allegorical  figures  of  Peace  and  Abundance  which  stand,  in  a  timeless  world 
of  bliss  of  their  own,  in  niches  at  either  end  of  the  stage.  They  mark  at  once  the 
high  point  of  Loredano's  argument  and  the  presumed  lasting  effect  of  its  success. 
A  relief  in  marble,  which  shows  three  cities  presenting  their  keys  to  Venice  and 
offering  their  homage,  crowns  the  architecture  of  the  tomb.5 

The  text  of  funerary  inscription  bears  out  what  we  can  see  by  looking  at  the 
allegories  and,  as  only  language  can,  exactly  names  the  circumstances  to  which 
the  allegories  refer: 

To  the  Doge  Loredano  who  was  Doge  when  the  madness  of  the  war,  in 
which  almost  all  Europe  conspired  against  the  Venetian  Republic  was 
halted  when  the  revolt  of  Padua  was  quelled  and  he  offered  his  fortune  and 
his  sons  to  the  welfare  of  the  state;  when  after  a  bitterly  contested  war  the 
full  extent  of  the  territorial  empire  was  restored  and  the  dignity  and  peace  of 
the  Republic  reinstated;  and  when  she  was  saved  in  a  most  trying  time,  and 
excellently  governed.  To  him  who  was  pious,  strong  and  prudent,  Leonardo, 
his  grandson,  erected  this  monument.  He  lived  eighty-three  years  and  during 
nineteen  of  these  he  was  Doge.  He  died  in  1519. 6 


Fig.  4   Danese  Cattaneo,  Tomb  of  Leonardo  Loredan,  SS.  Giovani  e  Paolo,  Venice. 


More  evidence  of  Loredano  as  a  "Prince  of  Peace"  is  found  in  the  third  and 
final  work.  Among  the  history  paintings  in  the  important  Sala  del  Senato  in  the 
Doge's  Palace  is  a  painting  by  Palma  il  Giovane  celebrating  the  memory  of 
Loredano.  It  must  be  dated  between  1574,  the  date  of  the  fire  in  the  Doge's 
Palace  which  destroyed  the  earlier  decoration  of  the  room,  and  about  1581,  when 
most  of  the  new  pictures  were  in  place.  The  painting  (fig.  6)  repeats  almost  ver- 
batim— but  with  a  singular  touch  of  involuntary  quaintness  that  makes  it  quite 
unforgettable — the  program  and  the  composition  of  the  sculptures  on  the  tomb 
of  SS.  Giovanni  e  Paolo.  The  picture  also  puts  a  greater  accent  on  Venice's  rather 
unsubstantial  claim  to  military  success  in  the  war  against  the  League  than  does 
the  tomb. 

On  the  right  appears  the  League  of  Cambrai,  identified  by  the  combination 
in  her  shield  of  all  the  coats  of  arms  of  the  powers  united  in  the  League.  The 
allegorical  figure  is  riding  on  a  bull  which  is  swimming  across  the  sea  towards 
Venice  who,  preceded  by  the  lion  of  St.  Mark,  responds  resolutely  to  the  League's 


Fig.  5  Detail:  Tomb  of  Leonardo  Loredan. 


challenge  to  battle.  Next  to  Venice,  and  protected  by  her,  are  the  allegories  of 
Peace  and  Plenty.  Loredano,  as  on  his  tomb,  appeals  to  the  League,  though  here 
somewhat  disdainfully,  with  a  gesture  of  peaceful  persuasion;  he  also  places  a 
hand  on  the  shoulder  of  Venice,  as  if  to  give  her  strength  and  guidance  in  the  con- 
flict which  is  about  to  ensue.  Two  victories  crown  him  with  a  laurel  wreath.  The 
lion  of  St.  Mark  is  directly  at  his  feet.  Depicted  as  a  small  animal,  the  lion  never- 
theless bravely  pounces  upon  League  and  bull.  The  League,  impressed  by  the 
lion's  fierceness  and  preparation  for  war  by  Venice,  seems  at  the  moment  re- 
presented as  being  quite  ready  to  be  persuaded  by  Loredano's  reasonable  argu- 
ment.7 

The  bull  upon  which  the  League  is  seated  is,  of  course,  not  a  usual  means  of 
military  transportation  across  the  waters,  even  for  an  allegory.  Its  purpose  is  to 
remind  us  of  Europa  who  crossed  the  sea  on  the  back  of  a  bull.  The  somewhat 
farfetched  image  does  not  propose  that  the  League  is  a  new  Europa,  but  rather, 


in  keeping  with  the  inscription  on  Loredano's  tomb,  that  "the  forces  of  almost 
all  of  Europe  conspired  against  the  Venetian  Republic"  and  that  we  can  rejoice 
that  Venice,  guided  by  Loredano's  statecraft  and  under  God,  defeated  them  all. 


Fig.  6  Palma  il  Giovane,  Leonardo  Loredan  and  the  War  of  the  League  of  Cambrai,  Doge's 
Palace,  Venice. 

It  remains  to  be  said  that  the  portrait  of  Loredano  in  this  painting  is  taken 
from  Giovanni  Bellini's  famous  portrait  of  him  in  the  National  Gallery  in  Lon- 
don (fig.  7).  Since  Batoni  also  used  this  head  for  the  likeness  of  Loredano  in  the 
"Triumph  of  Venice"  it  is  likely  that  Foscarini  had  in  mind  principally  the  exam- 
ple of  Palma  il  Giovane's  picture  when  he  drew  up  the  program  for  Batoni's 
painting.8 

With  all  the  similarity  of  Batoni's  work  to  the  various  motives  in  the  works 
of  art  we  have  discussed,  we  should  recall,  however,  that  though  they  stress  the 
role  of  Loredano  as  a  prince  of  peace,  they  insist  also  upon  the  celebration  of 
military  triumphs  (howsoever  fictitious  they  were)  and  upon  Venice's  domina- 
tion of  her  Empire.  Foscarini's  program  is  eclectic.9  Venice's  position  in  history 
has  changed.  She  can  no  longer  maintain  dominion,  but  she  can  opt  for  the 


blessings  of  peace  and  hope  that  her  future  will  be  blessed  by  the  gifts  of  a  new 
golden  age  in  art  and  literature  such  as  came  about  in  the  succession  of  the  peace 
concluded  by  Loredano.  The  prospect,  as  perhaps  is  Batoni's  picture,  is  a  little 
tinged  with  melancholy  but  it  is  also  more  amiable  than  the  beau  geste  of 
Empire  which  dominates  somewhat  ludicrously  the  self-congratulatory  painting 
of  Palma  il  Giovane  and  is  present  more  majestically  in  the  background  of  the 
two  other  works  of  art.10 


Fig.  7   Giovanni  Bellini.  Portrait  of  Leonardo  Loredan,  National  Gallery,  London. 


NOTES 


1.  "A  Literary  Keynote  for  Pompeo  Batoni's  'The  Triumph  of  Venice,'"  NCMA  Bulletin,  X,  3 
March  1971),  pp.  3-15. 

2.  Ceres  is  preceded  by  a  charming  sea-centauress — a  herald  of  Ceres  as  it  were — who  trium- 
phantly carries  flowers,  an  olive  branch,  and  a  giant  sheaf  of  wheat.  In  her  left  hand  is  an  ele- 
gant jar  from  which  a  liquid  pours  upon  the  waves.  Presumably  it  is  wine,  the  gift  of  Bacchus, 
being  brought  to  the  sea  and  to  Venice,  the  city  born  from  the  sea. 

3.  The  lesson  is  general  enough  to  be  proverbial.  We  may  look  upon  the  program  here  an- 
nounced by  Loredano  simply  as  the  endorsement  of  a  traditionally  good  thing,  not  a  revolu- 
tionary political  statement.  For.  representations  of  good  government  of  Venice  in  quite  a  similar 
vein,  see  two  quattrocento  chimney  pieces  in  the  apartment  of  the  Doges  in  the  Doge's  Palace. 
What  matters  in  the  case  of  the  flag-supports  is  that  Loredano's  name  came  to  be  associated 
with  the  statement  of  this  commonplace  in  one  of  the  most  prominent  spots  in  Venice.  When 
the  flag-supports  were  erected,  the  League  of  Cambrai  was  not  yet  actually  formed  but  the  war 
against  Venice  was  already  threatening.  The  public  declaration  of  the  peaceful  purposes  of 
the  Republic  therefore  may  have  been  particularly  appropriate. 

4.  The  spear  and  sword  are  now  broken  off.  The  statue  of  the  Doge  is  the  work  of  Girolamo 
Campagna.  The  architecture  of  the  tomb  and  the  other  sculptures  are  the  work  of  Danese 
Cattaneo,  a  student  of  Jacopo  Sansovino.  The  work  has  been  somewhat  modified  since  it  was 
first  put  up  but  still  presents  the  original  idea  clearly.  On  the  history  of  the  tomb  see  Andrea  da 
Mosto,  /  dogi  di  Venezia  nella  vita  pubblica  e  privata,  Milan,  1966,  pp.  273-275. 

5.  The  architecture  of  the  tomb  resembles  the  pattern  of  Jacopo  Sansovino's  Loggetta  on  the 
Piazza  San  Marco.  Since  the  Loggetta  (built  in  1536-1540)  was  a  focal  point  in  the  public  cere- 
monies of  the  Republic  and,  in  its  sculptured  works  celebrates  the  just  government  of  Venice 
over  her  Empire  (with  a  chief  emphasis  again  on  the  promotion  of  peace),  the  architectural 
background  for  the  sculptures  on  Loredano's  tomb  by  itself  carries  a  certain  effect  of  "story".  The 
cities  represented  in  the  relief  on  the  attic  of  the  tomb  structure  are  probably  Verona,  Padua, 
and  Brescia  who  were  reconciled  to  Venice  in  1516,  after  the  end  of  the  War  of  the  League  of 
Cambrai. 

6.  D.  O.  M.  LEONARDO  LAUREDANO  PRINCIPI  TOTIUS  FERE  EUROPAE  VIRIUM 
CAMERACENSI  FOEDERE  IN  REM  VENETAM  CONSPIRANTIUM  FURORE  COMPRESSO. 
PATAVIO  OBSIDIONE  LEVATO,  FORTUNIS  ET  FILIIS  PROCOMUNI  SALUTE  OBIECTIS. 
TERRESTRIS  IMPERII  POST  ACERBISSIMUM  BELLUM  PRISTINA  AMPLUTUDINE 
VINDICATA.  EAQUE  DIFFILLIMO  TEMPORE  CONSERVATA  ET  OPTIME  GESTA  PIO, 
FORTI,  PRUDENTI,  LEONARDUS  ABNEPOS.  P.  C.  VIXIT  ANN.  LXXXIII  IN  DUCATU  XIX 
OBIIT  MD  XIX.  The  text  of  this  inscription  corresponds  (in  a  lapidary  form)  to  the  main 
points  of  the  oration  pronounced  by  Andrea  Navagero  at  Loredano's  funeral,  referred  to  in  my 
previous  article.  The  discrepancy  between  the  date  given  for  the  year  of  Loredano's  death  on 
the  funerary  inscription  (1519)  and  the  correct  one  (1521)  may  be  the  result  of  a  scribe's  or 
stone  carver's  error.  An  alternative  explanation  might  be  found  in  the  discrepancy  of  reports  of 
Loredano's  age  at  the  time  of  his  death.  We  must  remember  that  the  tomb  was  put  up  in  1572, 
51  years  after  his  death.  For  a  report  that  Loredano  lived  to  be  90  years  old  (and  died  in  1521) 
see  Francesco  Sansovino,  Venetia  Cittd  nobilissima  et  singolare  .  .  .  ,  ed.  G.  Martinioni,  Venice, 
1663,  p.  590.  I  am  much  obliged  to  Mrs.  Marilyn  Perry  Caldwell  who  kindly  directed  my  atten- 
tion to  the  variety  of  error  possible  under  the  circumstances. 

7.  The  city  in  the  background  is  Padua,  whose  pacification  is  particularly  mentioned  in  the 
funerary  tablet  on  Loredano's  tomb.  See  no.  6  above. 

8.  The  picture  was  in  the  Grimani  collection  in  Venice  until  the  end  of  the  18th  or  the  early 
19th  century.  See  Martin  Davies,  The  Earlier  Italian  Schools  (National  Gallery  Catalogues), 
London,  1959,  p.  13. 


9.  For  a  better  understanding  of  Foscarini's  own  political  program  and  his  role  as  an  historian, 
poet,  and  collector  of  works  of  art  the  following  publications  will  be  found  helpful:  Allucuzioni 
di  Marco  Foscarini  dette  nell"  Assumere  la  Dignita  Ducale.  ed.  Giovani  Sagredo,  Venice,  1845; 
Joannes  Franciscus  Giorgetti,  Marco  Fuscareno  Venetorum  Duci  .  .  .  Heroicum  Carmen,  Venice, 
1768  (for  "Mars  Marvelling  at  Venice",  a  definite  allusion  to  Batoni's  painting,  see  pp.  18-19); 
Lodovico  Arnaldi,  Delle  Lodi  del  Serenissimo  .  .  .  Marco  Foscarini  orazione,  Venice,  1765  (for 
references  to  Foscarini's  art  collection,  see  pp.  30,  33;  on  his  humanistic  studies  and  their  bear- 
ing on  his  public  policy — and,  indirectly,  the  purpose  defined  in  his  program  for  Batoni's  paint- 
ing— see  pp.  34-37).  See  also  Annibale  Bozzola,  "Marco  Foscarini,  Politico,  Storiografo,  Diplo- 
matjco,"  Bollettino  Storico-Bibliografico  Subalpino,  1-4  (XL),  1938,  XVI  XVII  and  1-2  (XLI) 
1939,  XVIII,  Torino.  Emilio  Morpurgo,  Marco  Foscarini  a  Venezia  net  Secolo  XVIII,  Florence, 
1880. 

10.  The  new  or  gentler  attitude  in  the  representation  of  the  purposes  of  the  Venetian  govern- 
ment was  reflected  also  in  the  wood  carvings  which  decorated  the  Doge's  official  boat,  the 
Bucentaur.  A  model  preserved  in  the  Museum  of  Naval  History  in  Venice  shows  that  the  last 
of  these  vessels  (built  in  1729  and  destroyed  during  the  Napoleonic  occupation  of  Venice)  fea- 
tured two  great  allegories — Venice  enthroned,  the  scales  and  sword  of  Justice  in  her  hands,  and 
Peace  kneeling  before  her.  Peace  holds  out  an  olive  branch  to  Venice  and  the  dove  of  Peace  nestles 
in  her  hair.  Underneath  a  seashell  which  forms  the  base  upon  which  the  allegorical  figures  are 
placed  is  a  pedestal  formed  of  trophies.  In  front  of  them  are  two  cupids  fighting,  one  with  a 
torch — here  probably  the  love  of  peace,  or  just  love — overcoming  another  who,  defined  by  two 
flags,  represents  the  love  of  war.  All  around  the  ship  runs  a  frieze  of  happy  sea  creatures  cavort- 
ing on  the  ocean.  The  figurehead  sculptures  on  earlier  Bucentaurs  were  much  simpler  and 
usually  just  represented  Venice  triumphant  or  Venice  characterized  as  Justice. 


Photographs:  Gus  Martin  (fig.  1);  Boehm  (fig.  2,  7);  Alinari  (fig.  3);  Anderson  (fig.  4,  6). 
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For  all  of  his  dedicated  service  to  the  North  Carolina  Museum  of  Art, 
it  is  almost  easier  to  think  of  Justus  Bier  as  an  art  historian,  a  man  happily 
dedicated  to  the  lifelong  study  of  German  sculpture,  and  most  particularly 
the  life  and  work  of  Tilmann  Riemenschneider.  This  has  not  been  the  side  that 
the  public  has  seen,  but  all  those  who  have  had  the  opportunity  of  knowing 
him  well  are  aware  of  this  deep  commitment  to  research,  to  writing,  to  the 
patient  and  careful  establishment  of  facts,  the  facts  on  which  our  final  aware- 
ness of  the  object  of  art  must  rest.  It  is,  therefore,  entirely  fitting  that  an 
issue  of  the  Museum  Bulletin  be  dedicated  to  him. 

In  one  way  or  another  we  have  for  some  time  now  been  saying  thanks  to 
Dr.  Bier  for  the  things  that  he  has  done  for  all  of  us  and  for  the  collection  he 
has  done  so  much  to  enrich.  The  moment  has  now  come  to  acknowledge  the 
secure  place  he  holds  in  the  world  of  scholarship.  A  good  museum  bulletin 
should  be  the  place  where  accurate  interpretations  of  the  museum's  treasures 
are  set  before  the  knowledgeable  citizens  of  the  world  of  art,  and  here, 
as  elsewhere,  he  has  set  us  an  example  we  will  do  well  to  remember  in 
the  years  to  come.  The  knowledge  of  art  is  both  less  and  more  than  our  direct 
pleasure  in  the  work  itself;  Justus  Bier  has  long  known  how  to  extract  a  full 
measure  of  experience  from  each. 

Joseph  C.  Sloane,  Chairman 

North  Carolina  Museum  of  Art  Commission 


Author's  Note  I  first  met  Dr.  Bier  when  my  family  moved  to  North  Carolina  in  1968. 

I  Riemenschneider  had  been  introduced  to  me  by  my  parents  many  years 
I  earlier  on  a  Kunstreise  to  Rothenburg  ob  der  Tauber,  Dettwang,  and 
Creglingen.  Since  the  fall  of  1970  I  have  worked  at  the  Museum  as  Dr.  Bier's 
editorial  and  research  assistant.  I  have  reminisced  with  and  through  him  in  a 
"remembrance  of  things  past." 

Grateful  thanks  to  all  those,  both  named  and  unnamed,  whose  advice  I 
sought.  The  spirit  and  substance  of  their  spontaneous  replies  have  helped 
me  write  this  account. 

Inge  Witt 
April,  1975 
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Justus  Bier:  Man  of  Vision  I  ustus  Bier's  enthusiasm  for  the  visual  world  around  him,  as  indeed  for  life 

I  itself,  is  pervasive,  persuasive,  and  catching.  With  a  seemingly  casual 
I  comment,  he  reveals  in  the  everyday  and  commonplace — the  face  of  a 
passerby,  the  gesture  of  a  shopper  over  lunch — some  unexpected  beauty  or 
an  entirely  new  perspective.  His  observations  are  shrewd  and  humorous, 
and  his  eyes  twinkle  as  merrily  as  they  must  have  done  in  his  younger  years. 
It  is  not  hard  to  conjure  up  the  image  of  a  small,  alert,  impish  boy,  hiding 
beneath  his  mother's  grand  piano  and  listening  with  rapt  attention  while  she 
played  Reger  and  Bach,  Brahms  and  Beethoven. 

Bier,  the  eldest  of  three  children  and  the  only  son,  was  born  on  the  last 
day  of  May,  1899.  He  grew  up  in  a  rambling,  many-roomed  apartment  not 
far  from  Nuremberg's  inner  city,  an  historically  rich  environment  that  was  to 
exert  a  strong  influence  on  Bier's  life.  The  boy's  interest  in  the  city's  medieval 
architecture  led  to  his  study  of  genealogy  and  medieval  sculpture.  From  there 
it  was  a  natural  progression  to  the  study  of  Tilmann  Riemenschneider,  the 
great  German  late-Gothic  master  carver. 

Although  both  parents  shared  in  shaping  their  children's  endeavors, 
Bier's  close  companion,  particularly  during  adolescence,  was  his  father,  the 
co-director  of  a  chain  of  shoe  factories  and  a  trustee  of  Nuremberg's  Museum 
of  Decorative  Arts,  where  the  young  boy  would  often  linger  for  hours. 
Father  and  son  took  extended  walking  tours  together,  which  gave  them  the 
opportunity  to  exchange  ideas  freely. 

Thus,  when  Bier  avowed  to  his  father  that  he  was  more  interested  in  the 
pursuit  of  art  history  than  in  the  world  of  affairs,  he  met  with  great  under- 
standing, if  some  bafflement.  Little  did  Bier  senior  realize  then  that  his  son's 
chosen  career  would  eventually  be  more  marketable  in  the  world  than  many 
solid  and  respectable  professions  considered  crisis-proof  after  the  First  World 
War.  However,  from  the  start  Bier's  parents  were  immensely  stimulated  by 
their  son's  studies,  and  their  interest  led  to  several  trips  to  Italy,  since  Goethe's 
time  the  mecca  of  German  art  lovers. 

Bier  readily  if  ruefully  admits  he  would  like  to  have  been  an  artist  himself, 
and,  although  he  certainly  enjoyed  his  gymnasium  art  classes  under  the 
inspired  teaching  of  Adolph  Braig,  he  realized  early  that  he  was  not  cut  out 
for  the  job  like  his  friend  Stefan  Hirsch,  the  German-American  painter  who 
was  his  high  school  companion  and  lifelong  friend.  Bier  did  show  a  talent 
for  line  and  visual  arrangements,  and  samples  of  his  unassuming  gift  for  draw- 
ing can  be  found  scattered  through  the  first  two  volumes  of  his  Riemen- 
schneider corpus  where  reconstructions  of  altarpieces  and  monuments  are 
sketched  with  a  few  deft  strokes  of  the  pencil.  A  fine  calligraphic  hand, 
which  he  developed  after  migration  to  this  country  with  the  change  from 
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German  to  English  script,  reveals  another  aspect  of  this  talent. 

While  Bier  did  not  become  a  painter  or  sculptor  himself,  he  remained 
constant  in  his  love  for  and  friendship  of  many  artists  in  this  country  and  in 
Europe.  They  in  turn  treasure  his  moral  and  material  support,  his  genuine 
interest  in  their  techniques  and  products,  and  his  generous  and  unobtrusive 
recognition  of  their  gifts,  recognition  that  has  often  preceded  more  public 
acclaim.  "He  sponsored  me  as  an  artist  in  the  dearest  possible  way.  He  not 
only  bought  my  drawings  because  he  liked  them  (I  always  value  that  in 
people),  but  also  because  he  wanted  to  give  me  pleasure.  Not  only  that,  he 
bought  from  the  dealer  rather  than  from  me  directly  because  it  would  be 
good  for  me  though  it  cost  him  more  money,"  writes  Philipp  Fehl,  the 
art  historian  and  caricaturist  who  drew  a  picture  especially  for  this  Bulletin. 
In  this  ink-and-wash  drawing,  Bier,  disguised  as  lamb  (or  dog  or  lion,  depend- 
ing on  your  vantage  point)  and  attired  in  eighteenth-century  costume,  looks 
benignly  down  towards  a  group  of  admirers.  The  young,  characterized  by 
polka-dot  bow  and  flying  ponytail,  try  to  reach  and  touch  Bier  towering 
calmly  above  them. 

Claude  Howell,  who  recently  had  a  one-man  retrospective  exhibition  at 
the  North  Carolina  Museum  of  Art,  remembers  almost  with  awe  Bier's 
interest  in  him  and  his  work,  fairly  early  in  his  career  and  when  Bier  had 
barely  set  foot  on  North  Carolina  soil:  "It  was  only  a  casual  introduction — the 
night  he  arrived  in  Raleigh  to  assume  the  directorship  of  the  museum — but 
months  later  when  we  met  again  he  remembered  my  name  and  asked  about 
my  painting,  almost  as  though  /  were  the  important  one."  The  Biers 
acquired  several  Howell  works,  and  an  analysis  of  Howell's  art  by  Senta 
Bier  appeared  some  years  ago  in  the  Long  View  journal,  a  North  Carolina 
literary  publication.* 

And  it  was  at  Bier's  gentle  insistence  that  both  the  State  of  Kentucky  and 
the  University  of  Louisville  replaced  their  humdrum  seal  with  one  of  fine 
design  by  Victor  Hammer,  Austrian-American  painter,  draftsman,  printmaker, 
and  sculptor,  "one  of  the  few  artists  in  this  age  who  continues  forcefully  the 
tradition  of  early  Renaissance  painting,  which  the  pre-Raphaelites  in  England 
and  'Deutschroemer'  German  painters,  who  had  sought  Rome  as  their 
domicile  and  the  Christian  tradition  as  their  guide,  had  tried  to  revive  early 
in  the  nineteenth  century."**  Bier  recently  unearthed  the  original  drawings 

*"Notes  on  North  Carolina  Artist,  Claude  Howell,"  by  Senta  Bier.  The  Long  View 
Journal,  I,  No.  3,  Winter  Issue  1970,  pp.  155-161. 

♦Justus  and  Senta  Bier  in  "A  Note  on  the  Art  of  Victor  Hammer"  in  the  catalogue 
accompanying  the  artist's  retrospective  exhibition  at  the  North  Carolina  Museum  of 
Art  in  1965  a  few  years  before  his  death. 
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and  various  proofs  of  Hammer's  seal,  and  the  writer  was  able  to  share  his 
visual  rediscovery  of  the  excellence  and  simplicity  of  the  design. 

Appropriately  enough  Bier  first  met  Senta  Dietzel,  his  future  wife,  at  a 
city  art  gallery  in  Nuremberg.  She  was  then  sixteen,  he  seventeen.  Both  found 
themselves  looking  at  a  group  of  German  Expressionist  woodcuts.  The  year 
was  1916.  Senta's  older  brother  Max  owned  a  gallery  of  contemporary  art  in 
Munich  and  actually  introduced  Picasso  to  German  viewers.  Senta  therefore 
became  familiar  with  twentieth-century  art  early  in  life.  The  Bier's  courtship 
was  to  be  a  long  one,  almost  immediately  interrupted  by  the  war  years.  Bier 
at  seventeen  was  drafted  into  the  German  army,  one  year  short  of  his  gym- 
nasium diploma.  For  almost  two  years  he  trotted  and  crawled  through  France 
and  the  Allgau  in  southern  Germany  checking  and  repairing  lines  of  communi- 
cation and  even  then  persuading  military  men  that  art  is  good  for  the  soul 
and  that  man  should  not  live  without  it.  In  organizing  a  benefit  for  victims 
of  the  war,  young  Telephonist  Bier,  in  his  drab  gray  private's  uniform,  called 
on  some  of  Germany's  great  literary  figures  of  the  day.  Rainer  Maria  Rilke 
regretted  he  could  not  help  but  immediately  sat  down  and  penned  a  note  of 
introduction  to  Thomas  Mann.  "What  a  pity  I  couldn't  keep  Rilke's  note. 
It  was  elegantly  written,  but,  alas,  I  had  to  give  it  to  Thomas  Mann!"  Thomas 
Mann  in  turn  wrote  Bier  a  letter  of  introduction  to  a  lesser-known  writer 
who  acceded  to  his  request.  A  charity  matinee  was  arranged  at  the  Munich 
"Kammerspiele,"  with  literary  readings  by  several  authors  from  their  latest 
works.  One  is  tempted  to  believe  that  Bier,  though  compassionate,  was  more 
interested  in  modern  literature  than  in  the  war  widows  and  orphans  for 
whom  the  benefit  was  organized. 

After  the  war  and  as  fellow  students  at  the  Universities  of  Munich,  Bonn, 
and  Zurich,  Justus  Bier  and  Senta  Dietzel  were  known  to  be  inseparable. 
When  asked  why  they  did  not  marry  until  fourteen  years  after  their  first  en- 
counter, they  will  shrug  their  shoulders,  laugh,  and  say:  "One  didn't  marry 
until  one  had  a  proper  job  and  was  settled."  And  Bier,  who  cheerfully  earned 
his  living  by  his  pen,  writing  prolifically  on  medieval  sculpture,  town  planning, 
architecture,  and  painting  for  professional  magazines  and  newspapers,  did 
not  have  a  "real"  job  until  1930.  Neither  his  five  years  as  docent  at  the 
Institute  of  Art  History  at  Nuremberg's  university  nor  a  two-year  grant  as 
travelling  fellow  of  the  Notgemeinschaft  der  Deutschen  Wissenschaft  were 
sound  enough  qualifications  for  marriage. 

Post-war  political  upheavals  forced  Bier  to  leave  the  University  of 
Munich,  where  he  had  enrolled  as  soon  as  he  was  released  from  service. 
While  there,  along  with  his  study  of  business  administration  and  law,  he  also 
took  an  elective  in  art  history  given  by  Heinrich  Wolfflin,  the  great  Swiss  art 


historian.  It  was  to  Wolfflin  that  Bier  returned  for  his  doctoral  work  in  Zurich 
several  years  later.  Bier  maintains  it  was  Wolfflin's  magnetic  teaching  that 
opened  his  eyes,  though  one  suspects  he  would  have  found  his  chosen  field 
sooner  or  later.  Wolfflin  for  his  part  was  apparently  impressed  by  the  young 
man's  discerning  eye,  revealed  in  a  seminar  presentation  Bier  gave  on  the 
Nuremberg  of  Albrecht  Durer's  time.  He  reported  on  a  previously  un- 
noticed inaccuracy  in  Wolgemut's  woodcuts  in  Schedel's  World  Chronicle 
of  1493:  instead  of  the  rows  of  gabled  houses  depicted  by  Wolgemut, 
medieval  houses  in  Nuremberg  were  built  with  their  guttered  sides  parallel 
to  the  street.  Bier  showed  photographs  to  prove  his  point. 

Bier  evidently  suffered  no  nonsense  where  professionalism  was  con- 
cerned. We  see  him  at  Jena  in  the  early  twenties  giving  another  seminar 
report,  this  time  on  late-Gothic  altarpieces.  The  professor  interrupts  him, 
and  Bier  makes  it  clear  he  has  to  finish  his  presentation  first.  When  the  pro- 
fessor stops  him  a  second  time  Bier  indignantly  picks  up  his  papers  and  walks 
out  in  protest — a  daring  gesture  considering  the  times  and  the  circumstances. 
Charles  Crodel,  the  German  painter,  a  fellow  student  and  a  lifelong  friend, 
follows  suit.  The  affair  was,  however,  brought  to  an  amicable  finale  over  a 
bottle  of  wine  several  years  later.  At  a  symposium  in  Nuremberg  Bier  was 
no  longer  a  student  and  could  meet  the  Herr  Professor  on  equal  terms.  The 
year  may  well  have  been  1928,  when  the  city  of  Nuremberg  gave  Bier  the 
Durer  medal.  That  year  he  was  introduced  casually  at  the  Schone  Brunnen, 
the  historic  fountain,  to  another  art  historian,  several  years  his  senior,  who 
recalled  recently  what  a  deep  impression  Bier  made  on  him  then.  "I  was 
particularly  struck  by  his  trusting  openness,  his  vigor,  cheerfulness,  and 
amicability,"  writes  Hanns  Kauffmann,  senior  professor  and  director  of  the 
Institute  of  History  of  Art  at  the  University  of  Berlin.  If  pressed  Bier  would 
probably  be  able  to  come  up  with  the  name  and  year  of  the  wine  they  drank 
that  day,  almost  half  a  century  ago;  such  is  the  nature  of  his  selective  memory. 
When  the  writer  recently  questioned  him  why  he  does  not  recall  what 
seem  obvious  and  simple  facts,  Bier  came  up  with  a  reply  that  appears  as 
logical  and  convincing  as  it  is  simple:  "I  have  never  interested  myself 
sufficiently  to  remember." 

In  1930,  at  the  age  of  thirty-one,  Bier  was  appointed  director  and  curator 
of  the  Kestner-Gesellschaft,  a  privately  funded  institute  of  contemporary  art 
in  Hannover.  Here  Bier  spent  some  of  the  most  productive  years  of  his  life. 
With  a  steady  job  and  two  monumental  Riemenschneider  volumes  in  print, 
Bier  finally  married  Senta  Dietzel,  and  they  settled  down,  blissfully  unaware 
of  the  troubled  times  ahead.  Their  modern  apartment  was  furnished  with 
Mies  van  der  Rohe  and  Gropius  chairs  and  Bauhaus  bookshelves.  On  the 


walls  hung  a  growing  collection  of  paintings  and  drawings  by  contemporary 
artists,  many  of  them  their  friends.  Schlemmer  and  Picasso,  Gabo  and  Beck- 
mann,  Klee,  Gropius  and  Barlach,  Sintenis,  Feininger,  Kolbe,  Modersohn- 
Becker,  Nolde,  Macke,  Heckel,  Franz  Marc  and  Christian  Rohlfs,  Schwitters 
and  Vordemberge-Gildewart — all  of  these  artists  had  major  exhibits  at  the 
Kestner-Gesellschaft  during  Bier's  directorship.  The  work  of  Schmidt- 
Rottluff,  whose  ninetieth  birthday  is  being  honored  with  a  show  of  his 
graphic  work  at  the  Brucke  Museum  in  Berlin,  was  included  in  a  group  show 
of  Deutscher  Kiinstlerbund  ("Alliance  of  German  Artists"). 

Bier's  interest  in  these  years  extended,  as  it  still  does,  to  excellence  in 
industrial  design,  so  he  founded  the  Museum  fur  das  Vorbildliche  Serien- 
produkt  ("Museum  for  Exemplary  Machine-Art  Products").  There  he  showed 
examples  of  artistically  designed  but  mass-produced  wallpaper,  furniture, 
crockery,  cutlery,  and  glassware,  and  published  lucid  analytical  comments 
on  the  nature  of  functional  utensils  that  are  aesthetically  pleasing  or  at  least 
acceptable. 

On  the  subject  of  contemporary  architecture  we  find  an  article  evalu- 
ating one  of  Mies  van  der  Rohe's  1931  designs  for  a  private  dwelling,  the 
Tugendhat  Haus,  a  well-known  example  of  the  Bauhaus  style.  Bier  poses 
the  question  whether  a  work  of  art  necessarily  provides  a  satisfactory 
habitat  for  man.  His  very  title  "Kann  Man  im  Haus  Tugendhat  Wohnen" 
(Is  the  Tugendhat  House  habitable?)  suggests  the  author's  doubt.  Though 
cognizant  of  the  beauty  of  large  spaces,  he  laments  the  lack  of  privacy 
and  of  enclosed  areas  where  withdrawal,  concentration,  and  quiet  are 
possible — a  practical  as  well  as  a  psychological  must  for  Bier.  Miles  van  der 
Rohe  was  not  offended  by  the  criticism.  Indeed,  for  his  own  person  he 
seemed  to  prefer  comfort,  seclusion,  wall  space,  and  privacy  rather  than 
light,  contact  with  nature,  and  mere  space.  When  Bier  visited  Mies  in 
Chicago  years  later  he  asked:  "Why  aren't  you  living  in  one  of  your  own 
apartments  with  the  beautiful  view  of  the  lake?"  Miles  simply  guffawed 
and  questioned  in  turn:  "Where  would  I  hang  my  Klees?" 

Bier's  acquaintanceship  with  Mies  van  der  Rohe  spanned  many  years. 
Their  first  meeting  was  in  Vienna  in  the  early  twenties,  when  the  two  had 
shared  a  table  at  an  afternoon  tea  organized  in  connection  with  a  show  of 
modern  art.  Bier  was  captivated  by  Mies'  avant-garde  ideas.  Several  years 
later  in  his  role  as  reporter  he  visited  the  architect  in  Berlin.  There  to  his 
delight  sat  the  model  of  what  was  to  become  Mies'  historic  Barcelona  Pavilion. 
Bier  immediately  asked  for  and  obtained  advance  permission  to  publish  an 
article  on  the  building  before  anybody  else  could. 

The  article,  which  appeared  in  1929,  is  informative,  concise,  and  in  places 
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almost  lyrical.  Bier  applauds  the  choice  of  the  architect,  "one  of  the  men 
responsible  for  developing  fundamentals  of  modern  architecture  ...  a  pioneer 
and  an  artist  destined  to  make  an  important  statement  with  dignity."  A  lucid, 
poetic  description  of  the  pavilion  is  accompanied  by  a  simple  floor  plan  and 
two  pages  of  photographs.  These  not  only  show  the  Mies  van  der  Rohe 
tables  and  chairs  familiar  to  all  of  us  but  "the  succession  of  freely  intertwining 
spaces  between  walls  of  glass  and  marble  above  a  terrace  of  travertine  marble." 
Another  photograph  shows  Kolbe's  female  figure  of  light-colored  stone, 
"rising  from  a  small  body  of  water  lined  with  black  glass,  uncanny  as  a 
small  volcanic  lake;  her  right  arm  and  hand  turned  outward,  a  gesture  of 
strange  beauty,  she  seems  to  attempt  to  ward  off  the  overabundance  of  light 
falling  into  the  uncovered  courtyard."  Bier's  closing  phrases  are  sadly 
prophetic.  He  feels  that  this  building  at  the  1929  World's  Fair  in  Barcelona  is 
such  a  masterpiece  of  architecture  that  it  will  win  many  friends  for  a  new 
Germany. 

Little  did  Bier  realize  that  much  of  this  so-called  new  Germany  was 
already  dying  and  would  a  few  years  hence  find  itself  forcibly  transplanted 
to  many  corners  of  the  globe,  hunted  and  harassed  almost  out  of  existence 
in  Nazi  Germany.  Its  intellectual  and  artistic  forces  would  indeed  win  many 
friends  and  followers,  not  so  much  for  a  "new  Germany"  as  for  the  spirit  of 
excellence  per  se.  This  spirit  is  forcefully  documented  in  The  Intellectual 
Migration,  Europe  and  America,  7930-7960.*  This  book  includes  an  essay, 
"The  Aftermath  of  the  Bauhaus  in  America:  Gropius,  Mies  van  der  Rohe  and 
Breuer,"  by  W.  H.  Jordy,  and  a  summary  of  Bier's  role  in  "Kunstgeschichte 
American  Style:  A  Study  in  Migration,"  by  Colin  Eisler. 

Bier  was  seemingly  unwilling  or  unable  to  grasp  the  enormity  of  the 
Nazi  terror  for  several  years.  However,  one  day  he  saw  a  large  bust  of 
Hitler  in  Georg  Kolbe's  studio:  "Why  would  you  want  to  do  a  sculpture  of 
Hitler?"  he  asked  innocently.  "Not  of  Hitler,  of  our  Fuhrer,"  was  Kolbe's 
reply.  Bier's  reflection,  "Der  Unterschied  ist  mir  zu  fein!  Da  bin  ich  halt 
weggefahren,"  is  hard  to  translate.  Roughly  speaking,  it  means  "The  line  of 
distinction  was  too  fine  for  me!  So  I  packed  my  bags  and  left."  This  incident 
followed  a  reproval  from  his  friend  and  colleague  Carl  Georg  Heise:  "My 
dear  fellow,  can't  you  see  the  writing  on  the  wall  . . .  heads  are  going  to 
roll  ...  you'd  better  get  out  while  you  can."  But  this  is  anticipating.  In  1931, 
a  commemorative  year  for  Riemenschneider,  the  400th  anniversary  of  his 
death  was  celebrated  with  two  major  exhibits  in  Germany.  Not  until  more 
than  thirty  years  later  would  a  Riemenschneider  exhibition  of  similar  pro- 


*Edited  by  D.  Fleming  and  B.  Baylin.  Cambridge,  Mass.,  1969,  pp.  485-543  and  595. 


portions  be  shown,  this  time  in  the  United  States  at  the  North  Carolina 
Museum  of  Art  in  Raleigh. 

Bier  at  thirty-two  was  largely  responsible  for  assembling  the  Riemen- 
schneider  exhibition  in  Hannover  and  for  writing  the  catalogue's  introduc- 
tion. The  Wurzburg  exhibition,  even  larger  in  scale,  was  reviewed  by  him  in 
Pantheon.  Also,  the  Franconian  Association  for  Art  and  Antiquities  com- 
missioned a  memorial  volume  on  the  sculptor  from  Bier.  Research  of  fifteen 
years  was  here  presented  in  capsule  form  in  notes  that  accompany  full- 
length  plates  of  Riemenschneider's  major  works.  Detailed  photographs,  which 
have  received  repeated  praise,  were  taken  by  Bier's  friend  and  collaborator, 
Leo  Cundermann  of  Wurzburg,  many  under  Bier's  direction.  The  Gedenkbuch 
volume  was  so  popular  that  several  enlarged  editions  sold  out  in  a  few  years' 
time.  In  1934  Bier's  entries  on  Tilmann  Riemenschneider  and  descendants 
were  published  in  the  Thieme-Becker  Kiinstler-Lexikon,  then  as  now  a 
standard  biographical  reference. 

A  succession  of  increasingly  unpleasant  events  probably  saved  Bier's 
life.  The  Nazis  had  early  on  tried  to  take  over  the  Kestner  Society  and  make  a 
party-affiliated  museum  of  it.  However,  this  move  was  foiled  for  several  years 
by  the  courageous  stand  of  the  board  of  directors,  a  group  of  wealthy,  art- 
loving  manufacturers.  Fritz  Beindorf,  Jr.,  chairman  of  the  board,  once  had  an 
angry  and  dangerous  exchange  over  the  telephone  with  the  Gauleiter 
(regional  Nazi  party  leader)  when  he  maintained  his  right  to  exhibit  what 
art  he  pleased,  even  if  the  Nazis  did  not  like  it.  Asked  to  remove  several 
pieces  of  Italian  abstract  art  from  a  traveling  show,  Beindorf  barked:  "Who 
is  the  boss  around  here?  If  you  want  to  tell  me  how  to  run  the  show,  I'll 
close  the  doors  and  you  can  carry  on."  Beindorf  pointed  out  that  the  exhibit, 
which  included  a  cubist  head  of  Mussolini,  had  been  arranged  through  the 
German  foreign  office  and  could  hardly  be  depleted  at  will.  No  doubt  this 
response  rankled.  Objections  to  the  society's  employing  a  Jewish  director 
eventually  went  all  the  way  to  Berlin  and  to  Rust,  the  minister  for  cultural 
affairs,  and  ended  in  Bier's  dismissal. 

Yet  until  1936  the  Kestner  Society  with  Bier  at  its  helm  persisted  in  show- 
ing "what  we  like."  With  a  1935  exhibit  of  August  Macke  and  a  1936 
retrospective  of  Franz  Marc,  it  was  the  organisers'  hope  that  official  emphasis 
would  be  more  on  the  two  as  "war  heroes"  who  had  "given  their  lives  for 
the  Fatherland"  than  on  their  being  Expressionist  painters.  However,  since 
contemporary  art  was  by  then  verboten,  art  lovers  from  all  over  Germany 
flocked  to  see  work  no  longer  on  view  in  public  museums.  A  subsequent 
showing  in  Berlin,  even  though  Marc's  and  Macke's  paintings  were  divided 
between  three  private  galleries  to  minimize  publicity,  drew  attention  because 
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of  the  large  crowds  that  gathered.  Both  exhibits  were  forcibly  closed  by  the 
Nazis,  and  Alois  Schardt's  monograph  on  Franz  Marc,  fresh  off  the  press, 
was  banned  and  made  into  pulp.  Thus,  except  for  the  1937  Munich  showing 
of  "Entartete  Kunst"  (Degenerate  Art),  which  has  become  an  historic 
event  in  the  story  of  twentieth-century  German  painting,  the  curtains  went 
down  on  Expressionism  in  Germany  until  after  the  holocaust. 

When  Bier  was  shocked  into  facing  the  reality  of  having  to  leave  Ger- 
many, foreign  travel  by  Jews  was  already  looked  upon  with  suspicion.  The 
great  Chinese  Exhibition  at  London's  Royal  Academy  during  the  winter  of 
1935-1936  provided  a  logical  and  welcome  excuse  for  Bier  to  journey  to 
England  without  attracting  undue  attention.  He  recalls  with  a  shudder  how 
damp  and  cold  London  was  in  mid-December  and  how  he  marvelled  at  the 
cheerful  Britisher  who  received  him  in  the  drafty  Bloomsbury  offices  of  the 
Committee  for  Displaced  Scholars.  "You  see,"  Bier  recently  reminisced,  "he 
had  this  scarf  with  regimental  stripes  tied  around  his  neck,  both  windows 
at  opposite  ends  of  the  room  were  wide  open,  and  his  ruddy  cheeks  were 
glowing  more  brightly  than  the  fire  in  the  tiny  grate.  There  was  no  central 
heating.  He  was  inhaling  the  fresh  air  with  obvious  enjoyment!"  For  one 
who  spent  considerable  time  "getting  dressed  to  go  to  bed"  as  was  customary 
in  England,  at  least  years  ago,  the  scene  was  vivid! 

Then  in  1936  Bier  took  his  wife  and  baby  son  out  of  the  limelight  in 
Hannover  to  the  peace  and  quiet  of  Widdersberg,  a  Bavarian  mountain  village. 
Here  a  year  was  spent  in  writing  and  research.  In  the  summer  of  1937  word 
came  that  the  University  of  Louisville  in  Kentucky  had  chosen  Bier  to  become 
Richard  Krautheimer's  successor  in  the  Department  of  Fine  Art.*  In  1937 
Krautheimer  was  called  to  Vassar  and  recommended  Justus  Bier  for  the  post 
he  was  leaving.  His  friendship  with  Bier  dates  back  to  boyhood  days  in 
Nuremberg.  Their  fathers,  both  manufacturers  of  shoes,  were  on  friendly 
terms  for  years,  a  relationship  doubtless  strengthened  when  their  respective 
sons  went  into  the  same  profession.  Bier  is  delighted  to  point  out  that  he 
has  other  things  in  common  with  Krautheimer:  not  only  did  both  of  them 
receive  Guggenheim  fellowships  twice,  but  they  also  both  hold  honorary 
doctorate  degrees  from  the  University  of  Louisville. 

Bier  was  almost  forty  when  he  went  to  Louisville  to  teach,  and  he  was 
to  be  separated  from  his  wife  and  baby  son  for  almost  a  year.  Nevertheless, 
from  all  accounts  he  plunged  into  his  new  task  with  customary  resilience 
and  cheerfulness.  Krautheimer's  legacy  to  Bier  at  the  time  was  a  lone  student, 

"Krautheimer,  best  known  for  his  writings  on  Lorenzo  Ghiberti  and  early  Christian  and 
Byzantine  architecture,  later  became  Jayne  Wrightsman  Professor  at  the  Institute  of 
Fine  Arts  at  New  York  University  and  now  lives  and  works  in  Rome. 
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Kenneth  Donahue,  now  director  of  the  Los  Angeles  County  Museum  of  Art. 

Bier  spent  almost  a  quarter  century  at  the  University  of  Louisville  in  its 
rapidly  expanding  art  department.  Informed  after  his  first  probationary  year 
that  his  English  would  have  to  be  improved,  Bier  asked  his  students  to  stop 
him  during  his  lectures  if  he  made  flagrant  mistakes.  Listening  to  what  has 
recently  been  described  as  Bier's  "hissy  German  accent,"  it  is  not  difficult 
to  imagine  how  strange  his  English  must  have  sounded  in  those  early  years. 
Not  many  undergraduates  would,  of  course,  think  of  interrupting,  but  Bier 
must  have  disarmed  them  with  his  eagerness  to  please  and  his  power  of 
communicating  knowledge,  which  easily  surpassed  the  language  barrier. 

When  Bier  left  Kentucky  in  1961  he  was  able  to  look  back  on  twenty- 
five  years  of  hard-won  achievement,  summarized  best  in  the  citation  of  1972 
for  an  honorary  doctorate  from  the  university: 

Art  historian,  honored  administrator,  beloved  professor  and  lecturer, 
from  1937  to  1961  you  dedicated  yourself  to  the  Art  Department  of  the 
University  of  Louisville.  You  created  the  Allen  R.  Hite  Institute,  and  by 
your  scholarship,  devotion,  and  tireless  efforts  you  built  it  and  the  Art 
Library  into  institutions  respected  throughout  the  art  world.  Your  real 
concern  for  students  enriched  the  lives  of  hundreds,  and  as  a  member 
of  committees  and  boards  of  such  organizations  as  the  Louisville  Art 
Center,  the  Junior  Art  Gallery,  the  Louisville  Council  of  Historic  Sites 
and  Buildings,  and  others,  you  provided  the  wisdom  and  strong  leader- 
ship that  enabled  them  to  grow.  Your  lectures  and  your  scholarly  art 
criticisms  and  articles  in  the  Courier-Journal ,  especially  in  the  field  of 
Modern  Art,  brought  understanding  and  enlightenment  to  thousands  in 
the  Midwest,  and  your  publications  in  art  journals  in  this  country  and 
abroad,  and  your  life  work  and  publications  on  Tilman  Riemenschneider 
have  carved  your  name  indelibly  in  Art  History.  We  are  therefore  especially 
happy  to  award  to  a  dear  old  friend  and  colleague  the  degree  of  Doctor 
of  Humane  Letters  (Honoris  Causa)  in  recognition  of  the  great  honor 
you  have  brought  to  our  society,  your  profession,  and  this  University. 

It  was  Bier's  "particularized  knowledge  of  and  genuine  interest  in  the 
whole  range  of  art,  his  critical  perceptivity,  especially  in  the  recognition  of 
the  artistic  potential  of  the  young  or  as  yet  unrecognized  artist,"  that  left 
the  deepest  mark  on  Dario  Covi,  a  Renaissance  scholar  who  joined  the 
Louisville  faculty  as  a  young  man  and  now  heads  the  Department  of  Art  at 
Duke  University.  Bier's  perceptivity  is  luckily  allied  to  "an  unusual  capacity 
for  the  enjoyment  of  art;  a  capacity  which  stems  ...  from  knowledge,"  writes 
Emily  Farnham,  a  professor  of  art  at  East  Carolina  University  in  Greenville 


and  now  a  member  of  the  Museum's  Art  Commission.  Years  ago  she 
observed  "this  gentleman  viewing  the  North  Carolina  artists'  annual  show 
at  the  museum,  deeply  experiencing  what  he  saw."  She  feels  that  his 
"benign  positive  attitude  and  tolerant  catholicity  permit  Bier  to  like  the  work 
of  some  contemporary  artists  almost  as  well  as  that  of  Riemenschneider." 

Bier  slips  willingly  and  with  no  apparent  effort  into  the  fifteenth  and 
early  sixteenth  century  and  there  "identifies  with  a  sculptor  of  another  age, 
Tilmann  Riemenschneider.  I  would  say,  offhand,"  writes  Edwin  Gill,  state 
treasurer  and  long-time  dedicated  trustee  of  the  museum,  "that  he  has  done 
for  this  great  sculptor  of  the  past  what  Boswell  did  for  Dr.  Johnson.  How- 
ever, Boswell  had  the  wonderful  opportunity  of  day-to-day  association  with 
Dr.  Johnson,  while  Dr.  Bier  has  had  to  make  contact  through  research  and 
tireless  scholarship,  recovering  such  relics  of  the  past  as  he  could  find." 

This  tireless  scholarship,  together  with  his  "generous  and  inventive  person- 
ality," account  for  what  Carl  Nordenfolk,  Andrew  Mellon  Professor  of  Fine 
Arts  at  the  University  of  Pittsburgh  and  former  director  of  the  Stockholm 
Museum,  refers  to  as  Bier's  "connoisseurship  ...  unmatched  in  the  field  of 
fifteenth-  and  sixteenth-century  sculpture." 

Where  others  give  up,  Bier  starts.  Part  detective,  part  reporter,  part 
historian,  and  part  visionary,  he  documents  the  fruits  of  his  labors  in  his 
writings,  with  careful,  often  copious  notes.  "Never  rely  on  your  memory 
or  on  quotes  of  quotes.  Always  go  back  to  the  original  source"  is 
one  of  his  ground  rules.  Retrieving  from  a  mass  of  memory  a  tiny  but 
crucial  piece  of  information,  when  and  where  needed,  and  fitting  it  into 
its  rightful  place  in  a  puzzle  must  be  what  make  it  all  worth  while.  Bier  has 
pieced  together  a  number  of  such  puzzles.  One  that  gives  him  perhaps 
greater  pleasure  than  most  is  his  identification  of  three  small  Riemenschneider 
saints,  now  in  the  Cloisters  collection  of  The  Metropolitan  Museum  of 
Art,  as  part  of  a  group  of  "Fourteen  Helpers  in  Need,"  Riemen- 
schneider's  first  Wurzburg  commission  in  1494.  Even  though  the  eleven  other 
saints  have  not  been  accounted  for,  and  with  only  a  report  of  the  existence 
of  documents,  Bier  feels  the  link  to  such  evidence  is  of  considerable  impor- 
tance in  the  work  of  an  artist  as  meagerly  documented  as  Tilmann  Riemen- 
schneider. Bier's  only  regret  is  that,  after  he  saw  the  group  at  a  dealer's 
gallery  in  New  York,  he  was  unable  to  act  fast  enough  to  secure  this  treasure 
for  the  museum  in  Raleigh,  of  which  he  was  by  then  director. 

Hidden  rather  than  documented  in  every  page  of  Bier's  Riemenschneider 
corpus  is  Senta  Bier's  considerable  contribution  to  her  husband's  work. 
Bier  rarely  if  ever  has  taken  a  Riemenschneider  pilgrimage  without  her.  She 
provides  a  second  pair  of  eyes,  a  sounding  board,  and  sometimes  a  counter 

19 


opinion.  Since  Bier,  who  never  learned  to  drive,  also  never  learned  to 
type,  Senta's  critical  and  tireless  support  had  to  have  many  facets.  If  her 
husband  occasionally  is  carried  away  by  overenthusiasm,  propounding 
theories  as  yet  unproved,  she  affectionately  yet  firmly  cautions  him  with  one 
of  her  taut,  picturesque,  depreciatory  remarks:  "Ich  glaub'  Du  horst  mal 
wieder  das  Gras  wachsen!"  or,  in  effect,  "I  do  believe  you're  imagining 
things.  Hadn't  you  better  check  your  facts  first?"  Senta  Bier,  art  critic, 
teacher,  and  writer,  speaks  from  knowledge  and  experience.  She  has  been 
there  with  her  husband  all  these  years.  As  former  friends  and  colleagues 
recall,  "They  were  a  splendid  pair,"  "a  wonderful  team." 

There  is  unanimous  agreement  that  the  Biers'  concept  of  friendship 
is  as  generous  and  all-embracing  as  their  interest  in  the  whole  range  of  art. 
They  have  always  made  visitors,  including  those  less  advantaged  profession- 
ally or  otherwise,  truly  welcome.  They  are  willing  and  ready  to  listen  as 
well  as  to  speak  and  entertain.  Bier's  friends  wax  positively  poetic:  "The 
nicest  thing  about  Justus  Bier  is  that  he  is  not  only  one  of  the  greatest  art 
historians  of  our  time,  but  that  he  is  also  that  very  rare  sort  of  person,  a  truly 
civilized  human  being,"  writes  Marianna  Jenkins,  an  art  historian  at  Duke 
University.  "To  have  known  him  has  been  one  of  the  most  rewarding 
experiences  of  my  life."  And  from  a  North  Carolina  collector:  "I  found  Dr. 
Bier  as  perceptive  and  understanding  in  human  relations  as  he  was  in  art 
. . .  so  warm  and  so  friendly.  Thank  you  for  this  opportunity  to  say  what 
this  friendship  has  meant  to  us."  "He  approached  life  unperturbed  and  with 
a  gentle  spirit  that  affected  those  around  him,"  adds  Sam  Ragan,  North 
Carolina's  first  secretary  of  what  is  now  the  Department  of  Cultural  Resources. 

For  one  gradually  learning  to  see  under  Bier's  benevolent,  vigilant, 
and  ceaseless  guidance,  the  writer  was  particularly  intrigued  with  definitions 
of  the  intellectual  and  intuitive  processes  that  seem  to  be  involved  in  Bier's 
vision:  "It  isn't  so  much  that  Bier  the  scholar  will  interpret  a  work  of  art 
with  skill  and  intelligence,  but  rather  that,  by  examining  it  and  looking  at  it 
with  joy  and  wonder,  he  becomes  more  learned,  more  informed,  more 
scholarly."  So  writes  Ernst  Manasse,  a  German-American  humanist  and 
philosopher,  who  feels  that  without  Bier's  encouragement  and  gentle 
guidance  he  would  not  have  presumed  to  write  on  art  history  as  he  did.*  From 
another  respondent  we  learn  with  what  care  Bier  analyzed  "a  set  of  old 
drawings  for  everything  characteristic  of  each  artist,  his  relation  in  manner, 


*"The  Mourning  for  the  Beloved:  A  Renaissance  Marble  Relief  in  the  North  Carolina 
Museum  of  Art"  by  Ernst  Moritz  Manasse.  Bulletin,  North  Carolina  Museum  of  Art, 
IV,  No.  4,  pp.  3-24. 
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subject,  and  design  to  other  artists  of  his  period  and  before  him.  For  Dr. 
Bier  seeing  was  a  revealing,  joyful  and  complicated  experience." 

Bier,  who  wrote  more  than  a  hundred  articles  and  several  books  during 
his  first  four  decades,  did  not  publish  a  word  for  six  years  after  coming  to  this 
country.  We  know  that  he  had  his  hands  full  with  teaching  all  periods  of  art 
history,  some  of  them  fairly  unfamiliar  to  him,  in  a  tongue  as  yet  foreign, 
though  becoming  more  familiar  to  him,  and  that  by  and  by  he  was  to  handle 
with  greater  sensitivity  than  most,  at  least  on  the  printed  page. 

By  the  time  his  first  article  in  English  was  published  in  1943,  Bier  had 
acquired  assistance  for  his  growing  teaching  load  and  now  felt  confident 
enough  with  the  language  to  accept  the  duties  of  art  editor  and  art  critic  for 
the  Louisville  Courier-journal.  Working  to  meet  deadlines  and  space  limita- 
tions, Bier  recalls  how  he  enjoyed  the  hustle  and  bustle  of  an  American 
newspaper  office  and  his  contacts  with  the  editorial  staff,  who  would  often 
have  to  give  hurried,  last-minute  help  to  prevent  Germanisms  from  creeping 
into  his  articles.  Once  the  weekly  task  was  completed  late  at  night,  Bier  and 
his  editor  friend-cum-chauffeur  would  drive  out  to  explore  some 
abandoned  historic  house  in  the  moonlight,  or  some  unknown  architectural 
gem.  More  often  than  not  they  ended  up  around  Senta's  piano  singing 
American  folksongs  and  taking  a  nightcap  amid  good  conversation. 

Bier's  two  hundred-odd  newspaper  articles,  on  file  at  the  University  of 
Louisville  library,  mirror  eleven  years  of  cultural  events  in  that  city  and  will 
no  doubt  provide  some  future  historian  with  valuable  insights  and  factual 
information  hard  to  find  elsewhere.  Titles  such  as  "Negro  School  Art  on 
High  Plane,"  "Carnegie's  Exhibit  of  U.  S.  Paintings  is  Memorable,"  "Feininger 
Tries  Experiments  with  Arrangements  and  Rhythms,"  "Coptic  Textiles 
Stand  the  Test  of  Time"  reflect  some  of  the  variety  of  cultural  fare  offered 
and  discussed.  As  demands  on  his  time  increased  Senta  Bier  took  over  at 
the  Courier-journal  for  the  remaining  years  of  their  stay  in  Louisville. 

With  the  creation  of  the  Allen  R.  Hite  Art  Institute  as  part  of  the  Art 
Department,  more  and  more  authority  had  to  be  delegated.  Bier's  benevolent 
administration  produced  results.  "It  worked,"  reports  Creighton  Gilbert, 
one  of  Bier's  young  associates  in  Louisville,  "because  what  he  delegated  had 
substance  to  it.  So  during  eight  years  I  found  myself  originating  six  or  seven 
exhibitions  annually,  corresponding,  installing,  and  writing  catalogues,  as 
incidental  work  after  teaching  four  courses.  I  can't  see  now  how  it  was 
possible,  but  at  the  time  it  seemed  natural."* 

*Gilbert,  Renaissance  scholar  from  North  Carolina,  is  now  professor  at  Queens  College, 
City  University  of  New  York. 
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When  the  war  ended  in  1945  all  kinds  of  good  things  began  to  happen. 
The  U.  S.  government  invited  Bier  to  talk  at  fifty  Amerikahauser  in  occupied 
Germany.  Bier  recalls  with  pleasure  his  role  as  ambassador  for  American 
culture.  "You  see,"  he  said  recently,  smiling  his  most  beatific  smile,  "it  gave 
me  great  pleasure  to  report  to  the  Germans,  who  think  that  America  is  so 
full  of  business  and  nothing  else,  that  in  this  country  art  is  supported  less  by 
government  and  municipalities  than  it  is  in  Europe,  but  much  more  by 
individuals,  by  people  who  are  donors  and  supporters  of  museums."  It  can 
be  assumed  fairly  safely  that  his  infectious  enthusiasm  was  like  a  breath  of 
fresh  air,  and  that  this  good-natured  messenger  from  the  outside  world  who 
spoke  their  language  was  more  than  welcome  on  his  whirlwind  tour 
through  a  ravaged  postwar  Germany. 

We  have  touching  reports  on  the  impression  Bier  left  with  German 
students  at  West  Berlin  University,  where  he  was  a  visiting  professor 
during  the  early  fifties.  Dr.  Marianne  Fischer,  head  of  the  Kunstbibliothek 
of  the  Berlin  State  Museums,  who  helped  reassemble  reprints  of  Bier's 
articles,  most  of  which  were  lost  during  a  fire  in  his  home  in  Kentucky,  was  th 
a  freshman  in  his  Riemenschneider  seminar.  She  cannot  ever  forget,  she  tells 
us,  "Dr.  Bier's  total  absence  of  bitterness  for  past  experiences  in  Nazi 
Germany,  his  amicability,  his  obvious  and  genuine  enjoyment  of  human 
contacts  with  his  students,  his  lack  of  professorial  pompousness  still  cus- 
tomary in  the  Germany  of  the  1950s." 

Ute  and  Christof  Thoenes,  single  students  at  the  time  who  were 
assigned  as  assistants  to  and  quasi-caretakers  of  the  eminent  guest  from  the 
United  States,  echo  these  feelings.  Now  art  historians  and  writing  from  the 
Bibliotheca  Hertziana  in  Rome,  they  describe  how  they  anticipated  his 
arrival  with  some  trepidation;  how  easy  it  was  to  deal  with  him — far  easier 
than  with  any  German  professor  they  had  met;  and  how  mutual  trust,  once 
established,  turned  into  friendship.  "Curious  at  first,  we  became  increasing- 
ly intrigued,  fascinated,  and  compelled  by  a  personality  totally  humane. 
Though  quiet  and  reserved,  Bier  was  always  ready  to  talk  about  people  and 
conditions  he  found  in  Germany.  We  found  him  an  exceptionally  alert  and 
precise  observer.  Germany  had  not  become  a  stranger  to  him,  yet  he  was 
able  to  keep  his  distance.  While  critically  penetrating  and  in  the  final 
analysis  not  without  skepticism,  Bier  was  free  of  prejudice  and  his  judgments 
were  always  sympathetic  and  benevolent."  The  Thoeneses  then  go  on  to 
quote  from  Bier's  letters  to  them  from  his  travels  through  West  Germany 
more  than  twenty  years  ago:  "A  more  thorough  study  of  conditions  in 
Germany  has  not  shaken  my  faith  in  Germany's  true  recovery — but  only  as 
far  as  her  young  people  are  concerned — even  though  militant  pacifism,  in  a 


world  not  yet  ready  for  it,  must  be  regarded  with  some  apprehension."  On 
another  occasion  Bier  wrote  this  about  a  German  friend  from  pre-Nazi  times: 
"One  of  the  few  who,  in  the  face  of  pressure,  never  became  a  Nazi,  he  is 
now  a  stranger  in  this  new  de-Nazified  world  where  one  does  not  wish  to 
meet  people  who  might  remind  one  of  how  weak  one  once  was." 

Bier's  teaching  proved  unusually  stimulating,  not  by  the  demands  he 
made  upon  his  students  but  by  the  example  he  set  for  them.  They  were 
impressed  by  his  deliberation,  his  patience,  his  consuming  interest  in  the 
subject  matter,  and  by  the  feeling  he  conveyed  that  there  was  always  time. 
Stemming  from  this  is  what,  to  the  Thoeneses  at  least,  appears  to  be  "the 
cardinal  virtue  of  the  scholar:  to  attach  importance  to  detail."  Respect  for 
subject  matter  and  fellow  human  beings  was  equally  divided.  "He  sought 
no  rhetoric,  no  polemics  ...  we  learned  from  Bier,  with  amazement  and 
admiration,  that  unswerving  strength  of  character  and  conviction  are  not 
incompatible  with  a  high  degree  of  amicability  and  gentleness  of  soul." 

Before  going  to  Berlin  Bier  had  spent  a  year  at  Princeton  at  the  Institute 
for  Advanced  Studies.  With  Einstein  still  in  residence,  to  name  only  the  most 
prominent  of  figures,  it  must  have  been  a  magnificently  reviving  period  that 
involved  no  routine  duties.  At  least  a  dozen  publications  written  both  in 
English  and  German  reflect  the  exhilaration  of  this  sabbatical.  Bier  also,  in 
the  words  of  Director  Robert  Koch,  "made  a  substantial  contribution 
to  Princeton  University's  Art  Museum  in  signalling  a  number  of  superb 
works  of  late  Gothic  German  sculpture,  which  we  subsequently  acquired 
and  for  which  he  provided  the  label." 

Wiirzburg  and  Riemenschneider  country  was  the  scene  of  another 
visiting  professorship  abroad.  What  a  feast  it  must  have  been  for  the  Biers 
to  revisit  Creglingen  and  Tauberbischofsheim,  Rothenburg  ob  der  Tauber, 
Heidingsfeld,  Heidelberg,  Maidbronn,  Bamberg,  and  Aschaffenburg — to 
name  a  few  places  famous  for  their  altarpieces  and  sculptures  by  Tilmann 
Riemenschneider. 

It  was  during  this  prolonged  outing  to  Wurzburg  in  1960  that  news  of 
the  directorship  at  the  North  Carolina  Museum  of  Art  came.  While  the 
Biers  left  their  Kentucky  home  and  friends  with  regret,  returning  to  museum 
work  after  years  of  teaching  must  have  proved  of  particular  satisfaction  to 
Bier — part  challenge  and  part  fulfillment  of  earlier  dreams.  When  the  Long 
View  writers  dedicated  a  volume  of  their  publication  to  Bier  on  the  occasion 
of  his  seventieth  year,  Terry  Sanford,  who  was  governor  at  the  time,  had 
this  to  say: 

He  has  added  much  to  the  creative  spirit  of  an  advancing  North  Carolina. 
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His  coming  to  North  Carolina  in  1961,  this  one  man,  enriched  our 
state  far  more  than  any  eagerly  sought  new  industry.  To  a  fledgling 
although  already  substantial  art  museum,  his  arrival  noted  an  acceptance 
by  the  art  world  of  North  Carolina  as  a  significant  place  for  art.  As 
director  of  the  North  Carolina  Museum  of  Art,  he  has  nurtured  and 
expanded  our  collection,  brought  exciting  exhibits  from  other  centers, 
and  enhanced  it  all  with  the  role  of  educator  who  would  have  the  young 
and  old  enjoy  beauty  and  preserve  heritage  ...  I  have  known  him  not 
as  an  artist  or  connoisseur  or  even  a  student  of  art,  for  I  am  none  of 
these.  I  valued  him  first  as  one  who  was  adding  prestige  and  recognition 
to  the  civilizing  influences  of  my  State.  Mostly  I  have  seen  him  as  a  warm, 
enthusiastic,  compassionate  human  being,  which  he  is,  with  a  sense 
of  humor  as  well  as  a  sense  of  purpose.* 

This  tribute  was  echoed  eloquently  five  years  later  by  Joseph  Sloane, 
chairman  of  the  North  Carolina  Museum  of  Art  Commission:  "The  character- 
istic I  have  found  most  enjoyable  about  Dr.  Bier  was  his  cheerful  willing- 
ness to  adapt  the  workings  of  a  truly  scholarly  mind  to  the  broad  concerns 
of  art  in  the  state  of  North  Carolina.  Thus  his  personal  eminence  in  the  field 
of  learning  became  a  device  by  which  the  reputation  of  the  state's  own  art 
museum  was  enhanced,  not  only  in  the  eyes  of  the  people  of  the  state, 
but  in  the  regard  of  art  lovers  everywhere." 

William  D.  Wixom,  curator  of  decorative  arts  at  the  Cleveland  Museum 
of  Art,  recalls  Bier's  "extreme  willingness  and  patience  in  sharing  his 
knowledge  of  both  history  and  art"  and  singles  out  Bier's  "sensitivity  to  the 
subtle  and  expressive  qualities  of  sculpture,  and  his  profound  knowledge  of 
Gothic  sculpture  in  particular."  These  qualities  are  reflected  in  Bier's  choices 
for  the  Museum's  permanent  collection.  Saint  Catherine  by  Tilmann  Riemen- 
schneider  and  Madonna  with  the  Protective  Cloak  by  Peter  Koellin  come  to 
mind,  as  does  Alexander  Calder's  mobile,  Tricolor  on  Pyramid,  and,  in  the 
field  of  twentieth-century  painting,  Ernst  Kirchner's  Young  Shepherd  with 
Flower. 

We  have  seen  that  art  and  architecture  have  been  of  vital  concern  to 
Bier  all  his  life.  His  only  son,  Max  Robert,  studied  at  Harvard  under  two 
major  contemporary  figures,  Jose  Louis  Sert  and  Willo  von  Moltke,  and  was 
exposed  to  the  "third  Bauhaus"  group  headed  by  Gropius.  While  his  son  is 
now  a  practicing  architect,  Bier  is  still  in  academic  life,  recently  teaching 
fifteenth-century  German  art  and  architecture  as  visiting  professor  at  the 
University  of  Texas  in  Austin. 


Justus  Bier."  The  Long  View  journal,  I,  No.  2,  Spring  Issue  1969,  Raleigh,  N.  C,  pp.  5-7. 


Bier  has  been  honored  in  many  and  varied  ways.  A  scholarship  fund 
bearing  his  name  was  set  up  in  1964  by  the  Allen  R.  Hite  Art  Institute  of  the 
University  of  Louisville,  and  he  is  an  honorary  member  of  several  German  art 
and  historical  associations.  In  1970  Duke  University  presented  him  with  an 
Honorary  Doctor  of  Fine  Arts  degree.  That  same  year  the  North  Carolina 
Art  Society  gave  him  a  generous  seventieth  birthday  check  in  recognition 
of  his  services  as  director  of  the  museum.  Shortly  after  the  University  of 
Louisville  conferred  upon  him  in  1972  an  honorary  Doctor  of  Humane  Letters, 
Bier  was  made  a  "Kentucky  Colonel."  Last  but  not  least,  in  1973  the  Federal 
German  Republic  awarded  Bier  a  much  coveted  decoration,  the  Crosse 
Verdienstkreuz  ("Commander's  Cross"),  for  his  contribution  to  German- 
American  relations  and  his  Riemenschneider  scholarship.  The  ceremony  at 
the  North  Carolina  Museum  of  Art,  preceded  by  a  private  dinner  party 
and  a  piano  recital,  was  a  festive  occasion,  bringing  together  many  of 
Bier's  admirers  and  art  lovers  from  all  over  the  state. 

It  is  only  fitting  that  Kate  Steinitz,  the  early  collector  of  German  Expression- 
ist art  who  became  an  art  historian  after  migration  to  this  country  and  who 
is  one  of  the  Biers'  oldest  friends,  should  provide  the  final  words  for  our 
account:  "For  me,  ten  years  older,  he  is  still  the  same,  only  that  the  hopeful, 
promising  young  man  has  kept  his  promise  in  life  and  work,  even  beyond 
expectations!" 
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REPORT  OF  THE  DIRECTOR 


Camille  Pissarro  (French,  1830- 
1903),  Le  Pont  St.  Sever  a  Rouen, 
1896,  oil  on  canvas,  H.  23",  W.  34", 
Gift  of  Wachovia  Bank  and  Trust 
Company,  N.A.,  Winston-Salem. 


In  summarizing  the  activities  of  the  North  Carolina 
Museum  of  Art  over  the  past  biennium,  it  has  been  impossible 
not  to  think  —  as  I  did  two  years  ago  when,  as  Acting  Director, 
I  wrote  the  introduction  to  the  last  biennial  report  —  beyond 
this  period  and  past  the  present  physical  surroundings  to 
the  new  museum  building  towards  which  so  many  of  our 
thoughts  and  efforts  have  been  directed.  While  working  with 
the  Art  Museum  Building  Commission  to  coordinate  the 
multitude  of  details  in  a  construction  project  of  this  magnitude, 
we  continue  to  grow  more  and  more  excited  in  anticipation 
of  the  great,  open,  flexible  spaces  the  new  building  will 
afford.  Within  these  areas  we  will  be  able  to  present  the 
collections  as  they  have  not  been  seen  before.  The  new 
building  will,  of  course,  offer  more  than  an  increase  in 
exhibition  space.  We  look  forward  also  to  improved  facilities 
for  special  education  programs,  to  adequate  storage,  conser- 
vation, workshop,  and  office  spaces,  as  well  as  generous 
parking  and  garden  areas  in  a  site  that  could  ultimately 
become  one  of  the  most  attractive  parks  in  central  North 
Carolina. 

During  this  period,  when  actual  construction  was  delayed 
pending  determination  of  the  site,  members  of  the  Building 
Commission,  the  Art  Commission  of  the  North  Carolina 
Museum  of  Art,  and  the  museum  staff  worked  with  the 
architects  to  strike  a  balance  between  the  ideal  —  which  proved 
in  some  areas  to  be  possible  after  all  —  and  an  alternative  that 
would  fill  as  many  needs  as  possible  within  the  constraints 
of  the  presently,  available  funds  and  rising  construction  costs. 


Preliminary  floor  plan  of  the  entrance 
level  of  the  North  Carolina  Museum 
of  Art  new  building  (Phases  I 
through  IV),  Edward  Durell  Stone 
and  Associates,  New  York; 
Holloway-Reeves,  Raleigh,  Associated 
Architects. 


For  the  new  museum  that  the  state's  citizens  will  soon  be 
able  to  enjoy,  our  gratitude  is  extended  to  the  North  Carolina 
Legislators  for  their  appropriation  of  the  10.75  million  dollars 
that  will  be  used  to  construct  Phase  One  of  the  building  —  the 
core,  the  essential  and  initially  self-sufficient  beginning. 
Mr.  Thomas  J.  White,  the  Chairman  of  the  Art  Museum 
Building  Commission,  and  all  the  commission  members  merit 
our  thanks  for  the  work  they  have  already  done  and  will 
continue  to  do  as  they  collaborate  with  the  architects  in 
designing  a  building  to  serve  museum  needs  and  for  their 
dedication  to  see  the  building  through  to  completion.  I  have 
no  doubt  that  both  corporate  and  individual  support  will  be 
provided  to  make  possible  the  early  construction  of  Phases 
Two  through  Four  as  originally  envisioned  by  the  staff  and 
the  commission. 

The  North  Carolina  Museum  of  Art  Foundation  will  be 
instrumental  in  the  construction  not  only  of  the  building's  core 
but  as  it  is  planned  in  its  entirety.  This  organization  was 
founded  in  1969  by  Robert  Lee  Humber,  who  saw  the  founda- 
tion as  a  group  through  which  gifts  of  money  and  securities 
would  be  channelled  to  the  museum.  As  a  logical  extension 
of  that  major  responsibility,  the  foundation  encourages 
individual  gifts  as  well  as  corporate  and  foundation  grants. 
Also  of  great  importance  to  the  museum  at  this  momentous 
stage  in  its  history  will  be  the  continued  support  and  encour- 
agement of  the  leadership  of  the  North  Carolina  Art  Society 
and  of  the  individual  society  members.  They,  along  with  other 
North  Carolinians,  will  reap  the  benefits  of  their  own  efforts 
and  of  the  many  other  groups  and  individuals  without  which 
the  building  would  not  have  been  possible. 

Although  progress  on  construction  of  the  building  itself 
during  this  time  period  was  delayed,  the  museum  experienced 
rapid  growth  in  the  area  of  acquisitions.  Between  July  1973 
and  June  1975,  570  objects  were  added  to  a  collection  that 
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now  numbers  several  thousand  pieces,  and  the  value  of  the 
collection  grew  by  1.7  million  dollars.  This  is  not  to  say  that 
the  state  treasury  was  depleted  by  that  sum;  the  state  appro- 
priation for  acquisition  of  works  was  $397,847.50,  or  approxi- 
mately twenty-three  percent  of  the  total  sum.  A  small  amount 
coming  from  other  sources,  we  owe  seventy-six  percent  of 
the  growth  of  our  collection  to  the  generosity  of  the  private 
sector. 

Would  the  public  be  so  generous,  however,  if  it  were  not 
for  the  foresight  and  beneficence  of  the  State  Legislature 
itself  in  providing  funds  for  art  purchases?  This  is  truly  a 
unique  commitment  to  art's  importance,  for  the  North  Carolina 
Museum  of  Art  is  the  only  major  state  museum  in  the  country 
given  the  privilege  of  investing  a  portion  of  state  revenue  in 
works  of  art. 

The  funds  awarded  by  the  legislature  for  acquisitions  serve 
to  complement  the  generosity  of  the  private  sector.  They  were 
used  in  part,  during  this  biennium,  to  acquire  major  focal 
points  for  collections  already  basically  developed  through 
gifts.  The  Pre-Columbian  incenario  and  Lambayeque  gold 
beaker  were  crucial  additions  to  that  collection.  The  gilded 
Egyptian  mummy  covering  was  an  unusual  find  and  an 
acquisition  warmly  received  for  its  beauty,  history,  and  the 
position  it  fills  in  the  Egyptian  collection,  which  was  initiated 
in  the  last  biennium  with  the  acquisition  of  the  Old  Kingdom 
and  Ptolemaic  reliefs,  and  which  has  seen  continued  enhance- 
ment over  the  past  two  years  through  the  sole  support  of  the 
trustees  of  the  James  G.  Hanes  Memorial  Fund.  Another 
portion  of  the  appropriation  was  spent  for  several  classical 
vases.  Here  the  purpose  was  to  provide  examples  needed  for 
a  broader  range  of  representation. 

The  focus  of  acquisitions  from  the  state's  purchase  fund, 
however,  centered  on  areas  that  have  been  especially  important 
to  the  development  of  the  museum  since  its  founding  in  the 
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Egyptian,  Ptolemaic  Period  (332-30  B.C.),  Mummy  Covering, 
gessoed  linen,  gilded,  H.  60",  Museum  Purchase  Fund. 
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Frederick  Carl  Frieseke  (American, 
1874-1939),  The  Garden  Parasol, 
1910,  oil  on  canvas,  H.  57", 
W.  76  5/8",  Museum  Purchase  Fund 


late  40's:  American  and  European  painting  from  the 
Renaissance  to  the  present.  The  arrival  of  Giovanni  Pannini's 
Capriccio  of  Ancient  Rome  marked  an  important  day  for  the 
museum  as  did  the  incoming  shipments  of  Frederick  Frieseke's 
The  Garden  Parasol  and  Marsden  Hartley's,  Indian  Fantasy. 
Each  is  a  major  painting  in  its  own  right;  and  each  supplies  a 
dimension  hitherto  lacking  in  these  important  collections. 

The  Pre-Columbian  area  experienced  the  most  dramatic 
growth  during  the  biennium:  some  249  items.  All  but  the  two 
pieces  mentioned  above  were  gifts.  Other  areas  considerably 
expanded  were  those  containing  material  from  African, 
Oceanic,  and  North  American  cultures.  More  than  a  hundred 
representative  objects  in  this  category  were  received  as  gifts. 

Corporate  generosity  afforded  the  museum  one  of  its 
most  valuable  single  gifts  during  this  period.  R.  J.  Reynolds 
Industries  presented  an  outstanding  portrait  entitled  Sea  Dog 
by  the  eminent  American  artist  Andrew  Wyeth  in  December 
1974.  It  was  corporate  munificence,  too,  that  enabled  the 
museum  to  acquire  an  important  work  by  the  French 
Impressionist  Camille  Pissarro.  The  Wachovia  Bank  and 
Trust  Company  in  June  1974  officially  gave  Le  Pont  St.  Sever 
a  Rouen  to  the  museum.  The  work  had  been  a  long-term 
loan  since  1967. 

A  man  who  was  born  in  Concord,  North  Carolina,  in  1849 
and  died  forty-eight  years  ago  continues,  through  the  North 
Carolina  Art  Society,  to  be  one  of  the  museum's  most  faithful 
and  generous  benefactors.  During  this  biennium  the  Art 
Society,  with  Robert  F.  Phifer  Funds,  purchased  two  important 
paintings  to  honor  two  of  their  members  whose  contributions 
to  the  society  and  the  museum  have  been  of  inestimable 
value  over  many  years.  In  1973  the  society  honored  State 
Treasurer  Edwin  Gill,  one  of  the  museum's  founding  fathers, 
with  a  portrait  of  the  American  painter  William  Merritt  Chase's 
children,  Dorothy,  Helen  and  Bob,  a  work  Mr.  Gill  had 
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Andrew  Wyeth  (American,  born 
1917),  Sea  Dog,  1971,  tempera  on 
board,  H.  28",  W.  24",  Gift  of 
R.  J.  Reynolds  Industries,  Inc., 
Winston-Salem. 


admired  before  its  purchase.  Eugene  Berman's  Surrealist 
painting  "Sunset"  (Medusa)  was  given  by  the  society  to  the 
museum  in  1974,  honoring  past  society  president  and 
member  of  the  Art  Commission,  Mrs.  George  W.  Paschal,  Jr. 

The  museum's  founders  saw  contemporary  art  as  an  area 
needing  attention  after  the  art  of  the  past  was  firmly  estab- 
lished and  widely-represented  within  the  collections.  Their 
reasoning  has  proved  quite  sound.  The  value  of  one 
venerable  painting  acquired  in  the  museum's  early  history  is 
currently  estimated  at  the  amount  of  the  entire  initial  state 
appropriation.  But  we  recognize  the  need  at  this  point  to 
encourage  the  art  of  the  present.  We  were  fortunate  in  having 
secured  during  this  biennium,  two  National  Endowment  for 
the  Arts  grants,  with  matching  funds  provided  by  the  North 
Carolina  Art  Society,  for  the  purchase  of  works  of  contem- 
porary American  artists.  These  funds  have  made  possible  the 
acquisition  of  several  important  works.  The  major  portion 
of  one  grant  went  towards  the  purchase  in  1973  of  the 
tempera  painting  Picnic  by  the  late  Mark  Tobey.  Also  with 
these  same  funds,  a  nucleus  of  prints  was  acquired  represent- 
ing current  trends  by  artists  working  in  the  vanguard  of 
today's  movements  —  Jim  Dine,  Escobar  Marisol,  Robert 
Motherwell,  and  others. 

Even  more  advances  for  the  collection  were  made 
possible  with  the  second  matching  grant  in  1975.  Among 
these  new  purchases  was  a  Sam  Gilliam  work,  Last 
September  IV.  This  color  field  work  and  two  others  purchased 
subsequently  from  that  grant  provided  the  museum  with 
another  exponent  in  this  area  chiefly  represented  in  the 
collection  previously  by  Josef  Albers. 

The  death  in  April  1976  of  this  extraordinary  artist  and 
teacher  has  indeed  saddened  the  entire  art  world.  Apart  from 
that,  he  holds  an  important  position  in  the  annals  of  the  visual 
arts  in  North  Carolina  through  both  his  historic  work  at 
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Black  Mountain  College  and  his  generosity  to  the  North 
Carolina  Museum  of  Art.  In  addition  to  earlier  gifts  of  several 
significant  paintings  and  prints,  the  1975  gift  from  the  Josef 
Albers  Foundation  of  a  double  portfolio  of  127  silkscreen 
prints  were  gratefully  received  during  this  biennium.  A  gift 
in  the  previous  year  of  this  same  portfolio,  Josef  Albers 
Formulation:  Articulation  was  presented  by  the  artist  in 
memory  of  Black  Mountain  College.  It  was  organized  into  an 
exhibition,  designed  first  for  use  within  the  museum,  and  a 
selection  from  this  show  was  then  prepared  for  circulation 
throughout  the  state.  The  Albers  Foundation  portfolio  assures 
us  of  a  permanent  and  intact  record  of  the  artist's  work. 

Another  important  donor  to  the  collection  of  prints  was 
the  State  Library.  The  library,  in  cooperation  with  Grace  J. 
Rohrer,  the  Secretary  of  the  Department  of  Cultural  Resources, 
and  the  late  Dr.  Philip  S.  Ogilvie,  transferred  from  its  collection 
four  volumes  of  the  first  edition  of  American  naturalist  John 
James  Audubon's  The  Birds  of  America  to  allow  greater 
exposure  through  the  museum's  expanded  audience.  A 
selection  of  these  434  hand-colored  aquatint  engravings  is 
being  prepared  for  an  exhibition  to  circulate  to  North 
Carolina  museums. 

The  museum's  collection  of  works  by  North  Carolina's 
artists  continued  its  steady  development  during  this  biennium 
primarily  through  purchases  made  by  the  Art  Society  of  works 
selected  from  the  North  Carolina  Artists  exhibitions.  The  Jessie  N 
Howell  Memorial  Fund,  established  in  1974,  by  artist 
Claude  Howell  in  memory  of  his  mother,  provides  for  the 
periodic  purchase  of  drawings  by  North  Carolina  artists. 

The  North  Carolina  Art  Society  established  a  memorial 
fund  in  September  1974  to  be  used  for  the  purchase  of  a  work 
of  art  honoring  Mrs.  Frances  Tucker  Levy,  whose  death  in 
1973  was  an  occasion  for  sorrow,  as  she  was  a  friend  and 
patron  of  the  museum  and  the  society.  Another  friend  of  the 
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museum  lost  during  this  time  period  was  Mrs.  Doak  Finch. 
As  a  tribute  to  Mrs.  Finch,  the  Art  Commission  wrote  in  part, 
"She  was  a  generous  donor  and  a  warm  friend  . . .  through 
her  example,  she  will  still  encourage  others  to  support  our 
growing  collection  of  fine  arts." 

Many  donors,  through  their  gifts  to  the  North  Carolina 
Museum  of  Art,  have  shared  with  the  museum  a  desire  to  see 
the  appreciation  of  the  visual  arts  enhanced  throughout  the 
state.  Their  generosity  is  in  some  measure  a  vote  of  faith  in 
the  museum's  ability  to  do  just  that  on  their  behalf:  to  reach 
out  into  the  state  with  the  works  of  art  entrusted  to  us.  These 
individuals  and  organizations,  listed  in  the  two  Recent 
Acquisitions  catalogues  and  in  the  donor  section  of  this 
bulletin  have  the  full  gratitude  of  the  staff,  the  Art  Commission, 
the  Department  of  Cultural  Resources,  and  myself. 

The  rapid  growth  in  several  areas  of  the  collection  has 
been  accompanied  by  a  steady  development  of  programs. 
Perhaps  the  program  devised  in  this  period  with  the  greatest 
potential  to  involve  significant  portions  of  the  state  in  the 
North  Carolina  Museum  of  Art  is  the  affiliate  gallery  system. 
In  the  spring  of  1975,  working  with  the  State  Director  of  the 
Division  of  the  Arts,  Edgar  Marston,  plans  were  made  for  this 
ambitious,  but  we  feel  feasible,  way  for  the  museum  to  make 
itself  felt  statewide.  Letters  were  sent  to  art  museums  and 
galleries  located  at  strategic  points  throughout  the  state 
outlining  services  the  museum  proposed  to  offer.  These 
services  may  include  the  loans  of  temporary  exhibitions  and' 
objects  from  the  collection,  museum  publications  at  cost,  and 
supplementary  programs  given  by  staff  members.  Our 
initial  letters  to  a  number  of  North  Carolina  art  institutions 
were  well  received. 

The  affiliate  gallery  program  was  a  logical  outgrowth  of 
our  circulating  exhibition  program  and  of  recent  highly- 
successful  loan  exhibitions.  One  of  these  loans  was  made  in 
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the  fall  of  1973  to  Charlotte's  Mint  Museum.  This  loan  of 
twenty-seven  works  for  the  Mint  exhibition  "British  Paintings 
from  the  North  Carolina  Museum  of  Art,"  was  described  in 
the  exhibition  catalogue  as  "the  first  time  a  period  collection 
has  been  made  available  to  another  geographical  section  of 
the  state"  from  the  state  museum.  We  hope  that  the  affiliate 
gallery  program  will  prove  an  effective  vehicle,  capitalizing 
on  the  interest  in  the  museum  already  generated  by  existing 
educational  programs. 

The  traditional  educational  programs  offered  by  the 
museum  continued,  and  several  were  carried  out  on  an 
expanded  scale  during  this  biennium.  A  handbook  listing 
Museum  Services  describes  these  programs.  Tours  remain 
the  primary  method  of  sharing  first-hand  the  museum's 
resources.  A  special  tour  initiated  in  this  time  period  is 
designed  for  children  and  combines  gallery  instruction  with 
creative  expression.  The  in-school  visitation  program  for 
preparation  of  students  intending  to  tour  the  museum  with 
slide  and  lectures  beforehand  has  also  proven  quite  effective. 
Initially  undertaken  with  the  cooperation  of  the  North  Carolina 
Department  of  Public  Instruction  and  the  Raleigh  City  Schools, 
the  program  now  has  been  extended  to  Burlington, 
Durham  and  Fayetteville.  The  staff  and  I  thank  the  docents 
whose  gift  of  time  and  energy  makes  this  and  other  crucial 
educational  services  possible. 

In  the  last  two  years  the  museum  was  the  scene  for 
several  special  occasions,  events  that  were  enhanced  by  the 
collections.  In  October  1973  more  than  500  people  attended 
a  first  —  a  reception  at  the  museum  following  Governor  James 
Holshouser's  presentation  of  the  North  Carolina  Awards 
during  the  annual  banquet.  A  reception  for  North  Carolina 
Legislators  was  held  in  March  of  1974.  Mrs.  Grace  J.  Rohrer, 
Secretary  of  Cultural  Resources,  was  present  along  with 
museum  staff,  Art  Society  members,  and  docents  to  greet 
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these  legislators  whose  support  of  the  museum  makes  much 
of  its  work  possible,  to  answer  questions  and  to  discuss  the 
state's  art  collection.  Legislators  and  guests  then  were  invited 
to  the  fourth  floor  of  the  museum  to  preview  the  exhibition 
"American  Impressionist  Paintings."  We  were  pleased  to 
repeat  such  an  occasion  in  January  of  1975.  The  attraction 
then  was  an  exhibition  of  paintings  by  Claude  Howell. 

Other  special  occasions  in  the  museum  were  two  luncheons 
marking  the  official  presentations  of  gifts  of  works  of  art.  The 
first  was  held  in  September  of  1974  for  representatives  of 
the  Wachovia  Bank  and  Trust  Company,  who  presented  the 
museum  with  the  Pissarro  painting,  Le  Pont  St.  Sever  a  Rouen. 
Representatives  of  R.  J.  Reynolds  Industries  were  honored 
with  a  similar  luncheon  on  the  occasion  of  their  gift  to  the 
museum  of  Andrew  Wyeth's  painting,  Sea  Dog. 

In  December  of  1974  the  museum  held  its  first  Christmas 
tree  trimming  party.  Over  800  children  and  adults  participated 
in  seasonal  festivities  that  featured  the  hanging  of  decorations 
on  the  museum's  tree,  with  handmade  ornaments  assigned 
as  special  projects  in  classrooms  throughout  the  city.  A 
puppet  show  and  Christmas  music  were  also  presented. 

The  museum's  volunteers  continue  to  serve  generously 
and  well  in  varied  capacities.  Their  effort  is  reflected  in  the 
museum  store,  reception  area,  library,  the  Art  Society's 
Rental/Sales  Gallery,  and  in  the  area  of  hospitality.  In  1974, 
the  volunteer  group  established  a  board  to  coordinate  the 
recruitment,  placement,  and  other  organizational  concerns 
of  this  body  of  about  one  hundred  members.  This  board 
advises  what  has  come  to  be  known  as  "The  Committee  of 
100."  The  tree  trimming  party  was  sponsored  by  this  committee. 
We  join  with  the  public,  which  also  benefits  from  the  services 
of  this  volunteer  organization,  in  thanking  these  individuals. 

As  a  state  museum,  a  constant  concern  is,  of  course,  to 
realize  and  serve  the  variety  of  the  museum's  public.  From 
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small  children  who  have  to  peer  upward  at  paintings  to 
senior  citizens  who  ponder  the  works,  we  have  attempted  to 
design  programs  to  fit  their  needs.  Another  group  whose 
needs  must  be  met,  if  they  are  to  enjoy  and  benefit  from  the 
museum's  collections,  are  the  physically  handicapped.  Since 
the  establishment  of  the  Mary  Duke  Biddle  Gallery  for  the 
Blind  in  1966  the  museum  has  tried  to  provide  direction  in  this 
area.  During  this  biennium  we  continued  to  answer  written 
requests  for  information  or  welcome  visitors  from  various 
places  within  the  country  and  from  abroad  in  an  effort  to 
aid  their  attempt  to  make  art  meaningful  for  the  physically 
disadvantaged. 

Although  the  gallery  was  initially  designed  and 
maintained  as  a  facility  for  the  blind,  we  are  investigating  ways 
of  widening  its  programs  to  benefit  individuals  handicapped  in 
other  ways.  A  gallery  exhibition  held  in  December  of  1974 
featured  the  works  of  patients  at  Dorothea  Dix  Hospital. 
"Experience  in  Art  Therapy"  was  organized  with  the  assistance 
of  North  Carolina  State  University's  School  of  Design  students, 
and  audio-visual  material  documenting  the  exhibit  circulated 
to  state  institutions. 

Nineteen  exhibitions  were  presented  during  this  two-year 
period;  twelve  of  these  were  organized  at  the  museum.  The 
show  that  succeeded  in  bringing  more  people  into  the 
museum  than  any  one  exhibition  had  ever  done  before  was 
"American  Impressionist  Paintings."  Organized  by  the  under- 
signed for  the  National  Gallery  of  Art  in  Washington,  it  was 
shown  there  in  July  1973  and  then  at  the  Whitney  Museum 
in  New  York  and  the  Cincinnati  Art  Museum  before  coming 
to  the  North  Carolina  Museum  of  Art  in  the  spring  of  1974. 

The  following  spring  we  presented  the  most  ambitious 
of  the  shows  organized  at  the  museum  during  the  biennium. 
With  the  well-received  "Ceremonial  Art  in  the  Judaic 
Tradition"  exhibition,  the  museum  approached  an  area  of 
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artistic  expression  largely  unknown  in  this  region.  This 
undertaking  would  not  have  been  possible  without  the 
learned  efforts  of  Guest  Curator,  Dr.  Abram  Kanof.  Dr.  Kanof 
brought  together  more  than  184  objects  integral  to  the 
celebration  of  the  Judaic  faith,  serving  also  as  catalogue 
author.  Following  the  warm  reception  of  this  exhibition  by 
all  faiths,  a  fund  was  established  for  the  purchase  of  a 
collection  of  Judaic  ceremonial  objects.  The  list  of  individuals 
and  groups  who  contributed  to  the  fund  and  to  the  staging 
of  the  exhibition  are  listed  in  the  statistical  section  of  this 
bulletin. 

The  commitment  of  the  museum  to  the  state's  artists  was 
demonstrated  through  a  retrospective  of  the  works  of  Claude 
Howell  and  the  two  North  Carolina  Artists  exhibitions. 
Changes  were  made  in  this  annual  competition  as  a  result  of 
extensive  interchanges  among  the  artists,  the  Art  Society, 
and  the  museum  administration.  In  1974  purchase  awards 
were  abolished  in  favor  of  a  medal  system  of  awards  allowing 
the  artists  both  recognition  and  the  right  to  retain  their  work. 
Industry  and  Art  Society  purchase  awards  remain.  Through 
the  North  Carolina  Art  Society,  cosponsors  with  the  museum 
for  the  competitions,  purchases  of  works  by  contemporary 
North  Carolinians  are  added  to  the  museum's  collections 
and  also  now  distributed  to  other  museums,  galleries,  and 
schools  in  the  state. 

Other  exhibitions  popular  with  the  museum's  audience 
were  the  landscape  and  genre  paintings  of  William  C.  A. 
Frerichs,  the  "Lace:  Real  and  Illusion"  show  featuring  works 
from  the  permanent  collection,  and  a  selection  of  Jacobite 
glass  from  the  collection  of  Captain  and  Mrs.  Lawrence  E. 
Stahl.  In  the  early  spring  of  1974,  works  from  the  bequest  of 
Hobson  Pittman  were  displayed.  The  pastels,  oils,  and  drawings 
of  this  prominent  North  Carolina  artist  were  selected  from  over 
2,000  items  that  came  to  the  museum  after  Pittman's  death  in  1972. 
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Four  new  shows  were  developed  to  circulate  throughout 
the  state  to  schools,  libraries  and  other  institutions:  "Josef 
Albers,"  "Marc  Chagall,"  "Georges  Rouault,"  and  "Hobson 
Pittman."  The  two  annual  North  Carolina  Artists  circulating 
exhibitions,  consisting  of  selections  from  the  previous  year's 
North  Carolina  Artists  Exhibition,  were  also  prepared.  We 
continue  to  be  encouraged  by  evidence  of  audiences  outside 
the  museum  benefiting  from  its  collections.  In  addition  to 
the  circulating  exhibition  loan  program,  there  were  seventy- 
five  loans  of  individual  works  of  art  to  other  museums  in  the 
state  and  nation,  and  to  two  foreign  countries.  Of  particular 
interest  is  the  major  loan  of  fifty-four  works  to  the  Virginia 
Museum  of  Fine  Arts  in  Richmond  in  March  and  April  1975. 
"Masterpieces  from  the  North  Carolina  Museum  of  Art" 
provided  Virginians  with  an  unusual  combination  of  great 
works,  their  own  and  those  from  the  only  other  major  state 
museum  in  the  country.  The  museum  also  maintains  a  Loan 
and  Study  Collection  of  material  appropriate  for  the  inter- 
agency loan  program.  Loans  of  267  works  were  made  through 
this  service  during  this  biennium. 

An  extensive  search  was  conducted  for  an  individual  to 
fill  the  museum's  first  full-time  position  of  conservator.  Near 
the  close  of  the  biennium,  Catherine  I.  Leach  accepted  the 
position,  effective  February  1976.  In  this  search  period 
conservation  equipment  was  acquired  and  a  work  area 
readied.  Many  conservation  projects,  except  in  the  case  of 
such  immediate  need  as  Francois  Boucher's  Venus  Rising 
from  the  Waves,  were  postponed  pending  the  conservator's 
appointment.  Staff  members  continued  to  observe  the  condi- 
tion of  objects,  and  those  warranting  restoration  were  sent 
to  independent  conservators.  Some  services  of  specialized 
restorers,  like  those  sought  during  this  biennium  when  the 
Egyptian  Late  Period  mummy  cases  were  found  in  need  of 
repair,  will  continue  to  be  needed  with  the  development  of 
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the  museum's  collections  into  areas  other  than  traditional 
painting  and  sculpture.  Other  museums  in  the  area,  both 
small  and  large,  have  similar  needs,  and  the  desirability  of  a 
regional  conservation  center  has  long  been  discussed.  With 
the  new  building  for  the  North  Carolina  Museum  of  Art,  the 
possibility  of  such  a  center  seems  less  remote.  Support 
from  the  National  Endowment  for  the  Arts  and  area  univer- 
sities may  be  forthcoming.  We  plan  to  keep  this  possibility 
before  us.  Within  the  new  structure,  however,  our  own 
conservation  needs  are  being  planned  for  in  depth. 

We  feel  it  is  important  to  keep  the  public  informed  of 
developments  —  from  construction  plans  for  the  new  structure 
to  schedules  of  concerts  and  other  events.  Continuing  a  trend 
from  last  biennium,  the  North  Carolina  Museum  of  Art  was 
handled  often  by  the  press,  frequently  as  a  result  of  snags 
arising  from  efforts  to  get  the  new  building  underway.  This 
was  not  entirely  to  our  disadvantage:  North  Carolinians  who 
had  heard  little  about  their  museum  were  now  reading  about 
it  in  the  local  papers,  and  it  was  apparent  that  people  across 
the  state  considered  the  museum,  and  not  just  its  location, 
to  be  of  consequence.  Not  all  press  coverage  was  limited 
to  newspapers  or  dealt  with  the  new  building  issues.  In  1974, 
WRAL-TV,  Channel  5,  featured  the  Kenneth  Clark  Civilisation 
series.  These  films  were  followed  by  short  segments  filmed  in 
the  North  Carolina  Museum  of  Art  with  discussions  with  the 
director  about  the  museum  and  its  collections.  We  appreciate 
this  valuable  public  service. 

We  continue  to  strive  to  improve  the  museum's  own 
publications,  which  are  essential  to  many  of  our  programs 
and  aid  in  clarifying,  recording,  and  disseminating  information 
about  our  activities  and  collections.  We  introduced  a  new 
format  for  both  the  Bulletin  and  the  monthly  Calendar.  Other 
publications  included  posters  and  invitations,  a  series  of 
fourteen  large-size  color  reproductions  of  works  of  art  in 
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the  collection,  and  illustrated  catalogues  of  seven  of  our 
exhibitions. 

Storage  continues  to  be  a  problem.  As  in  the  past,  storage 
facilities  were  created  by  conversion  of  even  more  areas 
originally  intended  for  exhibition  space.  Fortunately,  the 
problem  was  alleviated  somewhat  when  the  Department  of 
Administration  made  available  to  us  4,000  square  feet  of 
storage  space  in  a  state  warehouse.  This  allowed  us  to  move 
framing  and  other  non-art  materials  outside  the  museum.  Some 
needed  renovations  were  made  in  the  present  building  with 
the  assistance  of  the  General  Services  Division  of  state 
government.  These  included  attending  to  a  severe  roof 
drainage  problem,  which  had  caused  water  leakage  that 
endangered  the  works  of  art,  and  improving  the  reliability  of 
the  air-conditioning  system  to  insure  maintenance  of  more 
constant  temperature  and  humidity  levels  for  the  safety  of 
the  collections. 

There  were  several  major  changes  in  personnel  during  this 
biennium.  In  addition  to  the  confirmation  of  a  permanent 
director  in  July  1974,  Charles  J.  Robertson  was  appointed 
Associate  Director  in  February  1975,  and  Michael  Brantley 
was  appointed  Head  of  Educational  Services  in  December 
1974.  As  mentioned  above,  Catherine  Leach  was  appointed 
Conservator.  Several  long-time  members  of  the  museum's 
security  force  retired  during  the  biennium.  Two  of  them, 
Brodie  A.  Senter  and  James  R.  Hampton,  had  served  the 
museum  since  before  its  opening  in  1956.  They  have  been 
missed  by  both  the  staff  and  many  of  the  museum's  regular 
visitors. 

The  effectiveness  of  the  museum's  efforts  is  strengthened 
by  the  concern  and  aid  of  many  individuals  and  groups 
throughout  the  state  who  have  given  generously  of  their  time 
and  interests.  Volunteers,  docents,  the  Art  Society,  and  other 
friends  have  all  contributed  immeasurably.  We  have  mentioned 
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above  the  important  roles  of  the  donors  to  the  collections, 
the  North  Carolina  State  Legislators,  and  the  Art  Museum 
Building  Commission.  In  addition,  the  North  Carolina  Museum 
of  Art  Commission  and  the  Department  of  Cultural  Resources, 
especially  its  Secretary,  Mrs.  Grace  J.  Rohrer,  deserve  our 
gratitude  for  their  support  and  their  concern  for  the  museum's 
objectives  and  development. 

We  are  eagerly  anticipating  and  planning  for  our  move  to 
the  new  museum  building.  Unfortunately,  the  museum's 
public  activities  will  gradually  decelerate  and  necessarily  halt 
immediately  before  the  move.  The  transfer  of  our  collections 
and  our  programs  from  the  old,  somewhat  makeshift  facilities 
to  the  new  structure,  which  was  designed  from  the  start  as  a 
museum,  affords  a  rare  opportunity  to  reevaluate  and  refine 
our  activities.  We  will  not  lose  this  opportunity  to  explore  the 
many  possibilities  for  improvement  as  we  adapt  to  the  different 
surroundings. 

Moussa  M.  Domit 
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ACQUISITIONS  JULY  1973  -  JUNE  1975 


Works  of  art  added  to  the 
permanent  collection  of  the 
North  Carolina  Museum  of  Art 
by  gift  and  purchase  are  listed 
below  in  summary  form.  It 
should  be  noted  that  many  of 
the  entries  in  the  Pre-Columbian, 
African,  and  Oceanic  sections 
represent  multiple  gifts. 
Illustrations  of  a  large  number 
of  the  objects  and  more  exten- 
sive descriptions  of  all  of  them 
were  published  in  the  Bulletins 
that  served  as  catalogues  for 
the  two  "Recent  Acquisitions" 
exhibitions  of  the  biennium: 
Volume  XII,  Number  3,  1974 
and  Volume  XIII,  Numbers  1 
and  2,  1975.  In  parentheses  at 
the  end  of  the  entries  are 
references  to  the  catalogue 
and  illustration  page  numbers 
in  the  two  Bulletins. 


Pre-Columbian,  Peru,  Lambayeque, 
Gold  beaker  with  embossed  face 
of  a  deity,  ca.  1,000  A.D.,  gold  alloy, 
H.  9  15/16",  Museum  Purchase  Fund. 
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Marsden  Hartley  (American,  1877-1943),  Indian  Fantasy,  1914/15,  oil  on  canvas, 
H.  47",  W.  39  1/2",  Museum  Purchase  Fund. 


Paintings  and  Sculpture 


Eugene  Berman  (American, 
born  Russia,  1899-1972), 
"Sunset"  (Medusa),  oil  on 
canvas,  Gift  of  the  North 
Carolina  Art  Society  (Robert  F. 
Phifer  Funds)  in  honor  of  Mrs. 
George  W.  Paschal,  Jr. 
G. 74.8.2  (1975,  no.  10,  illus.  p.  12) 

Albert  Bierstadt  (American,  1830- 
1902),  Three  Horses  (after 
Pharoah's  Horses  by  John 
Frederick  Herring,  Sr.),  oil  on 
canvas,  Museum  Purchase 
Fund.  74.1.8  (1975,  no.  7, 
illus.  p.  9) 

William  Merritt  Chase  (American, 
1849-1916),  Dorothy,  Helen, 
and  Bob,  oil  on  canvas,  Gift  of 
the  North  Carolina  Society 
(Robert  F.  Phifer  Funds)  in 
honor  of  Edwin  Gill.    G. 73.3.3 
(1974,  no.  1,  illus.  p.  6) 

Ralph  Cox  (American,  born  1944), 
Forms  on  Green,  enamel  on 
board,  Gift  of  the  North 
Carolina  Art  Society  (Robert 
F.  Phifer  Funds).    G. 74.8.1 
(1975,  no.  15) 

Ralph  Cox  (American,  born  1944), 
Forms  within  a  Structure, 
chromed  and  lacquered  brass, 
Purchased  with  funds  from 
the  National  Endowment  for 
the  Arts  and  the  North  Caro- 
lina Art  Society.   G. 75.1 1.1 
(1975,  no.  16) 


Jo  Davidson  (American,  1883- 
1952),  Study  for  a  monument 
to  Presidents  Andrew  Jackson, 
James  Polk,  and  Andrew 
Johnson,  plaster,  Museum 
Purchase  Fund.    75.1.6  (1975, 
no.  9,  illus.  p.  9) 

Arthur  B.  Davies  (American, 
1862-1928),  America  Singing, 
oil  on  canvas,  Museum  Pur- 
chase Fund.  73.1.5(1974, 
no.  2,  illus.  p.  16) 

Robert  S.  Duncanson  (American, 
1817/22-1872),  Canadian 
Landscape,  oil  on  canvas, 
Gift  of  Peter  A.  Vogt.    G. 74.4.1 
(1974,  no.  3,  illus.  p.  18) 

William  C.  A.  Frerichs  (Ameri- 
can, born  Belgium,  1829-1905), 
Swiss  Lake  Scene;  Winter 
Skating  Scene;  Winter  Snow 
Scene,  oil  on  canvas,  Gifts  of 
the  Cape  Fear  Corporation. 
G. 75.6.1  (1975,  no.  4,  illus.  p.  8); 
G. 75.6.2  (1975,  no.  5);  G. 75.6.3 
(1975,  no.  6) 

Frederick  Carl  Frieseke  (Ameri- 
can, 1874-1939),  The  Garden 
Parasol,  oil  on  canvas, 
Museum  Purchase  Fund. 
73.1.4  (1974,  no.  4,  illus.  p.  10) 

Maud  Gatewood  (American, 
born  1934),  Out  Back,  polymer 
on  board,  Gift  of  the  North 
Carolina  Art  Society  (Robert 


F.  Phifer  Funds).    G. 75.9.1 
(1975,  no.  14) 

Sam  Gilliam  (American,  born 
1933),  Last  September  IV, 
acrylic  on  canvas,  Purchased 
with  funds  from  the  National 
Endowment  for  the  Arts  and 
the  North  Carolina  Art  Society. 

G.  75.11. 2  (1975,  no.  13,  illus. 
p.  10) 

Willie  B.  Grimes  (American, 
N.  C,  born  1948),  Carr  Street 
Window,  oil  on  canvas,  Gift 
of  Mrs.  Doak  Finch.    G. 74.5.1 
(1974,  no.  5,  illus.  p.  20) 

Marsden  Hartley  (American, 
1877-1943),  Indian  Fantasy, 
oil  on  canvas,  Museum  Pur- 
chase Fund.    75.1.4  (1975, 
no.  8,  illus.  cover) 

Martin  J.  Heade  (American, 
1819-1904),  Two  Magnolia 
Blossoms  in  a  Glass  Vase,  oil 
on  canvas,  Museum  Purchase 
Fund.    74.1.5  (1975,  no.  1, 
illus.  p.  7) 

Dean  Leary  (American,  born 
1944),  Cactus,  marble,  Gift  of 
Mr.  and  Mrs.  Abe  Greenberg. 
G. 74.9.1  (1975,  no.  17) 

Jean-Baptiste  Leprince  (French, 
1733-1781),  Les  Plaisirs  de  la 
Solitude,  watercolor,  Gift  of 
Mrs.  Nancy  S.  Reynolds. 
G. 73.25.1  (1974,  no.  6,  illus. 
p.  19) 
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Edward  Lloyd  (British,  active 
ca.  1861 -ca.  1889),  Lady 
Wynne's  Favorite  Carriage, 
Ponies,  and  Horses  and  Dogs 
at  the  Front  Entrance,  Wynnes- 
tay,  oil  on  canvas,  Gift  of 
William  Walker  Hines. 
G. 74.24.1  (1975,  no.  19, 
illus.  p.  13) 

Geoff  Naylor  (American,  born 
1928),  Plastic  and  Metal  Relief, 
plastic,  copper,  brass,  alumi- 
num, Museum  Purchase  Fund, 
74.1.7  (1975,  no.  18) 

Giovanni  Paolo  Pannini  (Italian, 
1691/2-1765),  Capriccio  of 
Ancient  Rome,  oil  on  canvas, 
Museum  Purchase  Fund. 
75.1.3  (1975,  no.  21,  illus.  p.  14) 

Camille  Pissarro  (French,  1831- 
1903),  Le  Pont  St.  Sever  a 
Rouen,  oil  on  canvas,  Gift  of 
Wachovia  Bank  and  Trust 
Company,  N.  A.    GL. 67.26.1 

Mark  Tobey  (American, 
1890-1976),  Picnic,  tempera, 
Purchased  with  funds  from  the 
National  Endowment  for  the 
Arts  and  the  North  Carolina 
Art  Society.  G. 73.7.2  (1974, 
no.  7,  illus.  p.  21) 

John  Henry  Twachtman  (Ameri- 
can, 1853-1902),  In  the  Green- 
house, oil  on  canvas,  Museum 
Purchase  Fund.  73.1.3(1974, 
no.  8,  illus.  p.  12) 


Leonard  Wells  Volk  (American, 
1828-1895),  Left  Hand  of 
Abraham  Lincoln,  bronze, 
Gift  of  Harry  L.  Dalton  for  the 
Mary  Duke  Biddle  Gallery  for 
the  Blind.    G. 75.10.1  (1975,  no.  3) 

Merrill  G.  Wheelock  (American, 
1822-1866),  Plymouth,  North 
Carolina,  watercolor  on 
paper,  Museum  Purchase 
Fund.    74.1.4  (1975,  no.  2, 
illus.  p.  8) 

Bob  White  (British,  contempo- 
rary), Painting  No.  1,  oil  on 
board,  Gift  of  Dr.  and  Mrs. 
David  J.  Lang.    G.  74. 25.1 
(1975,  no.  20) 

Andrew  Wyeth  (American,  born 
1917),  Sea  Dog,  tempera  on 
board,  Gift  of  R.  J.  Reynolds 
Industries,  Inc.    G. 74.26.1 
(1975,  no.  11,  illus.  color  Plate  I) 

Japanese,  Momoyama  Period 
(1573-1615),  Housetop  and 
Trees,  colors  on  paper,  six-fold 
screen,  Gift  of  Ambassador 
and  Mrs  William  Leonhart. 
G. 74.23.2  (1975,  no.  22) 

Japanese,  Tokugawa  Period 
(1615-1868),  Scenes  from  the 
Gen/7  Monogatari  (The  Tale  of 
Genji),  colors  on  paper,  twelve- 
fold screen  with  silk  covers, 
Gift  of  Ambassador  and  Mrs. 
William  Leonhart.    G. 74.23.1 
(1975,  no.  23,  illus.  p.  17) 


John  James  Audubon  (American, 
1785-1851),  Carolina  Parrot 
(Psitacus,  Carolinensis),  plate  26 
from  The  Birds  of  America, 
aquatint  engraving,  H.  38  1/2", 
W.  25  3/8",  Gift  of  the  North 
Carolina  State  Library. 
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Prints  and  Drawings 

Josef  Albers  (American,  born 
Germany,  1888-1976),  Josef 
Albers  Formulation:  Articulation, 
silkscreen  prints,  double  port- 
folio (127  plates),  Gift  of  the 
Josef  Albers  Foundation. 
G. 75.7.1  (1975,  no.  32) 

Heinrich  Aldegrever  (German, 
1502-1558),  Lot  Welcomes  the 
Angels,  engraving,  Gift  of  the 
James  G.  Hanes  Memorial  Fund. 
G. 74.2.31  (1975,  no.  55) 

John  Taylor  Arms  (American, 
1887-1953),  Black  Rock,  etching 
with  aquatint,  Museum  Pur- 
chase Fund.    74.1.32  (1975, 
no.  31) 


John  James  Audubon  (American, 
1785-1851),  The  Birds  of 
America,  aquatint  engravings, 
4  vols.  (434  of  435  plates), 
Gift  of  the  North  Carolina  State 
Library.    G.74.27.1-.4  (1975, 
nos.  24-27,  il  I  us.  color  plate 

II;  p.  19) 

John  James  Audubon  (American, 
1785-1851),  John  Woodhouse 
Audubon  (American,  1812-1862), 
and  Rev.  John  Bachman 
(Canadian,  active  1850-1877), 
The  Viviparous  Quadrupeds  of 
North  America,  lithographs, 
vol.  I  of  three,  Gift  of  the  North 
Carolina  State  Library.    G. 74.27.5 
(1975,  no.  28) 
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Josef  Albers  (American,  born  Germany,  1888-1976),  Prefacio  from  the  Graphi 
Tectonic  series  of  1942,  plate  I-32  from  Josef  Albers  Formulation 
Articulation,  1972,  silkscreen,  plate  size,  H.  12  1/4",  W.  17  1/2",  Gift  of 
the  Josef  Albers  Foundation. 


Abraham  Blooteling  (Dutch, 
1640-1690),  Henricus  van  Born, 
after  Nicolaes  Maes,  mezzotint, 
Museum  Purchase  Fund.  74.1.9 
(1975,  no.  44) 

Lee  Bontecou  (American,  born 
1931),  Fourteenth  Stone,  litho- 
graph, Purchased  with  funds 
from  the  National  Endowment 
for  the  Arts  and  the  North 
Carolina  Art  Society.    G. 73.7. 6 
(1974,  no.  10) 

David  Young  Cameron  (British, 
1865-1945),  Winchester, 
etching,  Museum  Purchase 
Fund.    74.1.33  (1975,  no.  38) 

Marc  Chagall  (Russian,  born 
1887),  Acrobat,  from  The  Circus, 
color  lithograph,  Museum 
Purchase  Fund.  74.1.34(1975, 
no.  62) 

Hieronymous  Cock  (Flemish, 
ca.  1510-1570),  St.  Hieronymous 
in  Deserto,  after  Pieter  Brueghel 
the  Elder,  engraving,  Museum 
Purchase  Fund.  74.1.10 
(1975,  no.  49,  illus.  p.  22) 

Lovis  Corinth  (German,  1858- 
1925),  Antike  Legenden:  zwolf 
Radierungen,  portfolio  of 
thirteen  etchings,  Gift  of  Mrs. 
E.  P.  Uiberall.  G.74.6.1-.13 
(1974,  no.  11,  illus.  p.  22) 


Jean-Baptiste-Camille  Corot 
(French,  1796-1875),  Jeune 
mere  a  Tentree  d'un  bois, 
cliche-verre,  Museum  Pur- 
chase Fund.  74.1.35(1975, 
no.  51) 

Andre  Derain  (French,  1880-1954), 
Nue  assise,  lithograph,  Museum 
Purchase  Fund.  74.1.36(1975, 
no.  54) 

Jim  Dine  (American,  born  1935), 
The  Seven  Days  of  Creation, 
seven  lithographs,  Purchased 
with  funds  from  the  National 
Endowment  for  the  Arts  and 
the  North  Carolina  Art  Society. 
G. 73.7.4  (1974,  no.  12,  illus. 
p.  24) 

Anthony  van  Dyck  (Flemish, 
1599-1641),  Jodocus  de 
Momper,  from  the  Iconography, 
etching,  Museum  Purchase 
Fund.    74.1.13  (1975,  no.  50) 

Hendrik  Goltzius  (Dutch,  1558- 
1617),  The  Roman  Heroes, 
engravings,  set  of  8  plus  title 
page,  Museum  Purchase  Fund. 
74.1. 15-  23  (1975,  no.  43,  illus. 
p.  22) 

Francisco  Goya  (Spanish,  1746- 
1828),  El  Caballo  raptor,  from 
Los  Proverbios,  etching  with 
aquatint,  Museum  Purchase 
Fund.    74.1.24  (1975,  no.  63) 


Frederick  Childe  Hassam 
(American,  1859-1935),  Maples 
in  Early  Spring,  etching, 
Museum  Purchase  Fund. 
74.1.37  (1975,  no.  30) 


Wenceslaus  Hollar  (British,  born 
Prague,  1607  —  died  London, 
1677),  Hieronymus  Weston, 
Earl  of  Portland,  after  Anthony 
van  Dyck,  etching,  Museum 
Purchase  Fund.  74.1.14(1975, 
no.  37) 


Daniel  Hopfer  (Dutch,  1470-1536), 
Fete  de  village,  etching,  Gift  of 
the  James  G.  Hanes  Memorial 
Fund.    G. 74.2.29  (1975,  no.  40) 


Lisa  Mackie  (American,  born  1947), 
Someone  Was  Dreaming  Him, 
lithograph,  Purchased  with 
funds  from  the  National 
Endowment  for  the  Arts  and 
the  North  Carolina  Art  Society. 
G. 73.7.7  (1974,  no.  13) 


Rene  Magritte  (Belgian,  1898- 
1967),  Les  Bijoux  indiscretes, 
color  lithograph,  Museum  Pur- 
chase Fund.  74.1.38(1975, 
no.  36,  illus.  p.  20) 


Edouard  Manet  (French,  1832- 
1883),  Polichinelle,  color 
lithograph,  Museum  Purchase 
Fund.    74.1.39  (1975,  no.  52) 
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Escobar  Marisol  (American,  born 
Paris  1930),  Arm  and  Purse, 
lithograph,  Purchased  with 
funds  from  the  National  En- 
dowment for  the  Arts  and  the 
North  Carolina  Art  Society. 
G. 73.7.5  (1974,  no.  14) 

Master  of  the  Die  (Bernardo 
Daddi  or  Dado)  (Italian,  ca.  1512- 
1570),  Aeneas  Rescuing 
Anchises,  engraving,  Museum 
Purchase  Fund.  74.1.27 
(1975,  no.  59) 

Melchior  Meier  (Swiss,  active 
Freiburg,  1582),  The  Flaying 
of  Marsyas,  engraving,  Gift  of 
the  James  G.  Hanes  Memorial 
Fund.    G. 74.2.30  (1975,  no.  66) 

Henry  Moore  (British,  born  1898), 
Seated  Figures  and  Ideas  for 
Sculpture,  lithograph,  Gift  of 
Mr.  and  Mrs.  Gordon  Hanes. 
G. 75.8.1  (1975,  no.  39) 

Robert  Motherwell  (American, 
born  1915),  Untitled,  lithograph, 
Purchased  with  funds  from  the 
National  Endowment  for  the 
Arts  and  the  North  Carolina 
Art  Society.    G. 73.7.3  (1974, 
no.  15,  illus.  p.  25) 

Matthew  Nowicki  (Polish,  1910- 
1950),  Fireworks  at  State  Fair 
Grounds,  crayon,  Bequest  of 
William  H.  Dietrick.    G. 74.14.1 
(1975,  no.  61) 


Walter  J.  Obman  (American,  born 
1927)  Nocturnal  Twins,  Relief 
print,  artist  proof,  Gift  of 
the  North  Carolina  Art  Society 
(Robert  F.  Phifer  Funds). 
G. 75.9.2  (1975,  no.  33) 

Pablo  Picasso  (Spanish,  1881- 
1973),  Le  Repos  du  sculpteur 
et  le  modele  au  masque,  from 
Vollard  suite,  etching,  Museum 
Purchase  Fund.  74.1.40(1975, 
no.  64,  illus.  p.  20);  Le  Singe, 
etching  with  roulette  and 
aquatint,  Museum  Purchase 
Fund.    74.1.41  (1975,  no.  65) 

Giovanni  Battista  Piranesi 
(Italian,  1720-1778),  The  Piazza 
del  Quirinale  with  the  Statues 
of  the  Horse  Tamers  Seen  from 
the  Back,  from  the  Veduta 
di  Roma,  etching,  Gift  of  Mr. 
and  Mrs.  Gordon  Hanes. 
G. 75.8.2  (1975,  no.  60) 

Marcantonio  Raimondi  (Italian, 
ca.  1480-1534),  The  Satyr  and 
the  Infant,  engraving,  Gift  of 
the  James  G.  Hanes  Memorial 
Fund.    G. 74.2.32  (1975,  no.  58) 

Odilon  Redon  (French,  1840- 
1916),  Oannes:  moi,  la  premiere 
conscience  du  chaos,  j'ai  surgi 
de  I'ambime  pour  durcir  la 
matiere,  pour  regler  les  formes, 
plate  XIV  from  the  Tentation 
de  Saint-Antoine,  lithograph, 
Museum  Purchase  Fund. 
74.1.42  (1975,  no.  53) 


Richard  Stenhouse  (American, 
born  1944),  Self  Portrait  with 
Chest  of  Drawers,  pencil  and 
pastel  on  mylar,  Jessie  N. 
Howell  Memorial  Fund. 
G. 75.12.1  (1975,  no.  35) 

Moshe  Tamir  (Israeli,  contem- 
porary), To  Jerusalem,  portfolio 
of  thirteen  lithographs,  Gift  of 
Mrs.  Henry  A.  Markus. 
G.73.14.1-.13  (1974,  no.  16) 

Adriaen  van  de  Velde  (Dutch, 
ca.  1636-1672) 
Le  Boeuf  dans  I'eau,  etching 
Museum  Purchase  Fund. 
74.1.29  (1975,  no.  45) 
Le  Cheval,  etching,  Museum 
Purchase  Fund.    74.1.30  (1975, 
no.  46) 

Le  Veau,  etching,  Museum  Pur- 
chase Fund.    74.1.31  (1975, 
no.  47) 

Les  Deux  V aches  et  le  mouton, 
etching,  Museum  Purchase 
Fund.    74.1.28  (1975,  no.  48) 

James  Abbott  McNeill  Whistler 
(American,  1834-1903),  The 
Storm,  drypoint,  Museum  Pur- 
chase Fund.    74.1.43  (1975, 
no.  29) 

American  (20th  century),  Group 
of  forty  Duck  Stamp  Prints 
(1934-1973)  by  various  artists, 
etchings,  drypoints,  aquatints, 
lithographs,  Gifts  of  Mrs. 
Nancy  S.  Reynolds.    G. 73.25.2 
(1974,  no.  9) 
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Decorative  Arts 


W.  Buechel  (American,  active 
1844),  Coverlet,  wool  and 
cotton,  double  weave,  Gift  of 
Mrs.  Bambi  Walsh.    G. 74.29.1 
(1975,  no.  67) 

Philippe  Oberkampf  printworks  (?), 
Textile,  Toile  de  Jouy,  Linen, 
tabby  weave,  printed,  Gift  of 
Mr.  and  Mrs.  Duncan  Stuart. 
G. 74.17.1  (1975,  no.  73) 

Walter  G.  Nottingham  (American, 
born  1930),  Dawson  Mola, 
applique  stitchery  in  four  parts, 
felt  and  silk  thread,  Gift  of  the 
Mordecai  House  Historical 
Society.    G. 74.7.1  (1974,  no.  19) 

Pablo  Picasso  (Spanish,  1881- 
1973),  Group  of  seventeen 
ceramics  from  numbered  edi- 
tions, Gifts  of  Mr.  and  Mrs. 
Smith  Bagley  and  the  James  G. 
Hanes  Memorial  Fund. 
G.74.30.1-.17  (1975,  nos.  74-90, 
illus.  pp.  27-28) 

Austrian,  Vienna,  Hanukah  Lamp, 
bench  type,  silver,  repousse, 
cast,  Gift  of  Gyula,  Dezsoe, 
Friedrich,  Maximilian,  and 
Eugene  in  memory  of  their 
parents,  Chief-Cantor  Mayer 
Schorr  and  Bertha  Schorr. 
G. 75.15.2  (1975,  no.  68) 

Chinese,  Chang  Si  Province, 
Chingpai  (Ch'ing  Dynasty, 
1644-1912),  Tripod  bowl, 


ceramic,  Gift  of  Mr.  and  Mrs. 
A.  Harvey  Schreter.    G. 73.23.1 
(1974,  no.  34) 

Chinese,  Swatow  (Ming  Dynasty, 
1368-1644),  Bowl,  ceramic, 
blue  ware,  Gift  of  Mr.  and  Mrs. 
A.  Harvey  Schreter.    G. 73.23.2 
(1974,  no.  35) 

Chinese,  Bowl,  ceramic,  blue  on 
white,  Gift  of  Mr.  and  Mrs.  A. 
Harvey  Schreter.    G. 73.23.3 
(1974,  no.  32) 

Chinese  (Ch'ing  Dynasty,  1644- 
1912),  Rectangular  vase, 
ceramic,  blue  on  white,  Gift 
of  Mr.  and  Mrs.  Harvey  Schreter. 
G. 73.23.4  (1974,  no.  33) 

English  (mid-17th  century), 
Three  armchairs  and  a  footstool, 
walnut,  oak,  leather,  fabric, 
Gifts  of  Dr.  and  Mrs.  Charles  S. 
Norburn.    G.74.28.1-.4  (1975, 
nos.  69-72) 

English  (Georgian,  1740-1830), 
Drawing  room,  wood,  panel, 
marble,  Gift  of  Wake  Forest 
University.    G. 73.26.1  (1974, 
no.  17) 

Italian,  Val  d'Aosta  (early  15th 
century),  Chest,  wood,  Gift  of 
William  H.  Stephenson  in 
memory  of  his  wife  Esther  H. 
Stephenson.    GL. 63.30.1  (1974, 
no.  18,  illus.  pp.  14,  26) 


Russian,  Jewish  ceremonial  spice 
container,  silver,  filigree,  Gift 
of  Gyula,  Dezsoe,  Friedrich, 
Maximilian,  and  Eugene  in 
memory  of  their  parents,  Chief- 
Cantor  Mayer  Schorr  and 
Bertha  Schorr.    G. 75.15.1  (1975, 
no.  91,  illus.  p.  31) 
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Ancient 


Canaanite  (Early  Bronze  Age, 
3200-2100  B.C.),  Two  standing 
figures  representing  the  Mother 
Goddess,  terracotta,  Gift  of 
the  James  G.  Hanes  Memorial 
Fund.    G. 74.2.5.-6  (1975,  nos. 
104-05,  illus.  p.  37) 

Cypriot  (Early  Bronze  Age, 
3000-2500  B.C.),  Idol,  terracotta, 
red  polished  ware,  Gift  of  Mr. 
and  Mrs.  Gordon  Hanes. 
G. 74.19.3  (1975,  no.  92, 
illus.  p.  36) 

Egyptian  (Pre-Dynastic,  Gerzean 
culture,  3600-3200  B.C.),  Vase 
with  two  lug  handles  and 
painted  spiral  decoration, 
terracotta,  Gift  of  the  James 
G.  Hanes  Memorial  Fund. 
G. 73.8.7  (1974,  no.  25,  illus. 
P-  32) 

Egyptian  (Pre-Dynastic,  Ger- 
zean culture,  3600-3200  B.C.), 
Vase  with  painted  decoration, 
terracotta,  Gift  of  the  James 
G.  Hanes  Memorial  Fund. 
G. 73.8.6  (1974,  no.  24,  illus. 
P-  30) 

Egyptian  (New  Kingdom,  Dynasty 
XVIII,  1570-1314  B.C.),  Head 
from  a  shawabti  figure  of 
Akhenaten,  stone,  Gift  of  the 
James  G.  Hanes  Memorial 
Fund.    G. 74.2.8  (1975,  no.  93, 
illus.  p.  33) 


Greek,  Attic,  Leagros  Group,  Amphora,  510-500  B.C., 
terracotta,  H.  13  1/2",  Museum  Purchase  Fund. 
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Egyptian  (New  Kingdom,  Dynasty 
XVIII,  1570-1314  B.C.),  Oint- 
ment jar,  alabaster,  Gift  of  the 
James  G.  Hanes  Memorial 
Fund.    G. 73.8.8  (1974,  no.  26) 

Egyptian  (New  Kingdom,  Dynasty 
XVIII,  1570-1314  B.C.)  Royal 
portrait  head,  terracotta,  Gift 
of  the  James  G.  Hanes 
Memorial  Fund.    G. 74.2.7 
(1975,  no.  94,  illus.  p.  35) 

Egyptian  (New  Kingdom,  Dynasty 
XVIII,  1570-1314  B.C.), 
Shawabti  box  with  two  shawabti 
figures,  gessoed  wood,  painted 
decoration,  Gift  of  Mr.  and 
Mrs.  Gordon  Hanes.    G. 74.19.4 
(1975,  no.  95) 

Egyptian  (Late  Period,  Dynasties 

XXV-  XXXI,  730-332  B.C.),  Two 
mummy  cases,  gessoed  wood 
with  painted  decoration,  Gifts 
of  the  James  G.  Hanes 
Memorial  Fund.  G.73.8.4-.5 
(1974,  nos.  28-29,  illus.  pp.  4, 
34-35;  cover,  pp.  28,  36-37) 

Egyptian  (Late  Period,  Saite, 
663-525  B.C.),  Bowl  with  votive 
inscription,  bronze,  Gift  of  the 
James  G.  Hanes  Memorial 
Fund.    G. 73.8.9  (1974,  no.  27, 
illus.  p.  33) 

Egyptian  (Late  Period,  Dynasties 

XXVI-  XXVII,  663-404  B.C.), 
Mummiform  coffin  with  head 


of  the  falcon  god  Horus, 
wood,  gilded  and  painted 
decoration,  Gift  of  the  James 
G.  Hanes  Memorial  Fund. 
G. 74.2.9  (1975,  no.  96) 

Egyptian,  Thebes  (Late  Period, 
Dynasties  XXVIII-XXXI,  404- 
332  B.C.),  Vase  with  hieratic 
votive  inscription  and  painted 
images  of  the  four  sons  of 
Horus,  terracotta,  Gift  of  the 
James  G.  Hanes  Memorial 
Fund.    G. 73.8.10  (1974,  no. 
30,  illus.  p.  38) 

Egyptian,  Ptolemaic  Period 
(332-30  B.C.),  Mummy  covering, 
gessoed  linen  (cartonnage), 
gilded,  incised,  embossed,  and 
painted  decoration,  Museum 
Purchase  Fund.  75.1.1(1975, 
no.  97,  illus.  p.  33) 

Etruscan  (7th  century  B.C.), 
Footed  bulbous  jar  with 
shoulder  rim  and  wide  flaring 
lip,  pottery,  Gift  of  Mr.  and 
Mrs.  Gordan  Hanes.  G. 74.19.5 
(1975,  no.  98) 

Etruscan  (ca.  300  B.C.)  Hand 
mirror  with  scene  representing 
Hermes  and  Paris,  bronze, 
engraved,  Gift  of  Mr.  and  Mrs. 
Gordon  Hanes.    G. 74.19.6 
(1975,  no.  99,  illus.  p.  38) 

Greek,  Mycenaean  (Late  Helladic 
III,  1400-1150  B.C.)  Two  stat- 
uettes, terracotta,  painted 


linear  decoration,  Gift  of  Mr. 
and  Mrs.  Gordon  Hanes. 
G.74.19.1-.2  (1975,  nos.  100-01, 
illus.  p.  36) 

Greek,  Corinthian  (Late  7th 
century  B.C.),  Aryballos,  terra- 
cotta, black-figured,  Museum 
Purchase  Fund.    74.1.1  (1975, 
no.  102,  illus.  p.  38) 

Greek,  Attic,  Leagros  Group 
(510-500  B.C.),  Amphora,  terra- 
cotta, black-figured,  Museum 
Purchase  Fund.    74.1.6  (1975, 
no.  103,  illus.  p.  39) 

Palestinian  (Middle  Bronze  MA, 
ca.  1950-ca.  1750  B.C.),  Axe 
blade,  bronze,  Gift  of  First- 
Citizens  Bank  and  Trust  Com- 
pany.   G. 75.2.1  (1975,  no.  106, 
illus.  p.  37) 

Roman  (ca.  200  A. D.),  Ointment 
vial,  glass,  Gift  of  Mr.  and 
Mrs.  Roy  J.  Wilder,  Jr.    G. 73.22.1 
(1974,  no.  31) 

South  Italian,  Apulian,  workshop 
of  the  Patera  Painter  (ca.  320 
B.C.),  Hydria,  terracotta,  red- 
figured  with  added  white, 
Museum  Purchase  Fund. 
74.1.2  (1975,  no.  107,  illus.  p.  40) 
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Pre-Columbian 


Pre-Columbian,  Middle  America, 
Incenario  with  effigy  figure  of 
a  sun  god,  pottery,  H.  20",  Museum 
Purchase  Fund. 


Colombia,  Vessel  with  lid,  pottery, 
metal:    G. 74.2.12,  Gift  of  the 
James  G.  Hanes  Memorial 
Fund  (1974,  no.  261,  illus.  p.  87) 

Costa  Rica,  seventy-four  objects, 
pottery,  stone,  shell,  pigment: 
G. 73.21. 11,  .18-.34,  .47-.49, 
.54-.57,  .59,  .61,  Gift  of  Mr.  and 
Mrs.  Ira  H.  Levy  (1974,  nos. 
101-109,  111-112,  114-115, 
123,  129);  G.73.27.20-.28,  .31, 
.34-.35,  .38,  .42,  .47-.48, 
.50-.62,  Gift  of  Edward  D.  Stone 
(1974,  nos.  110,  113,  116-122, 
124-128,  130-139,  140,  illus. 
pp.  62-65);  G. 74.12.4,  .10,  .21, 
.25,  .27,  .45-.47,  .49-.50,  .55-.56, 
.62-.65,  .67-.68,  Gift  of  Mr.  and 
Mrs.  Edward  Durell  Stone,  Jr. 
(1975,  nos.  149-166,  illus. 
pp.  59-60). 

Ecuador,  thirty-nine  objects, 
pottery,  stone:  G. 73.21.1 -.10, 
.12-.17,  .35-.46,  .50-.53.  .58,  .60, 
Gift  of  Mr.  and  Mrs.  Ira  H.  Levy 
(1974,  nos.  141-165,  illus.  p.  68); 
G. 74.21. 1-.6,  Gift  of  Lorin  S. 
Weisenfeld  (1975,  nos.  262-266). 
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/ 


Pre-Columbian,  Colima,  Ring- 
shaped  vessel  with  deer  head, 
Classic,  A.D.  300-900,  pottery, 
H.  4  3/8",  W.  9  5/8".  Gift  of  Mr. 
and  Mrs.  Joseph  M.  Goldenberg. 


Guatemala,  fifty  objects,  pottery, 
pigment,  stone:  G.73.27.1-.19, 
Gift  of  Edward  Durell  Stone, 
Sr.  (1974,  nos.  166-184,  illus. 
p.  70);  G. 74.12.3,  .9,  .11-13, 
.15-.20,  .22-.24,  .26,  .28-.32, 
.34-.35,  .40-.43a-b,  .44a-b,  .66, 
Gift  of  Mr.  and  Mrs.  Edward 
Durell  Stone,  Jr.  (1975,  nos. 
167-184,  187-196,  illus.  p.  62); 
G. 75.4.4,  .6,  Gift  of  Mr.  and 
Mrs.  John  G.  Whitbeck  (1975, 
nos.  185,  250);  75.1.2,  Museum 
Purchase  Fund  (1975,  no.  247). 


Mexico,  thirty-five  objects,  pottery, 
pigment:  G. 73.8.12,  .38-.39, 
Gift  of  the  James  G.  Hanes 
Memorial  Fund  (1974,  nos. 
185,  204-205,  illus.  pp.  72,  77); 
G.73.20.1-.6,  Gift  of  Mr.  and 
Mrs.  Mace  Neufeld  (1974,  nos. 


190,  201-203,  206-207); 
G.73.27.36-.37,  .39-.41,  .43-.46, 
.49,  Gift  of  Edward  Durell 
Stone,  Sr.  (1974,  nos.  191-200); 
G. 74.2.10,  .13,  Gift  of  the 
James  G.  Hanes  Memorial  Fund 
(1975,  nos.  207,  211,  illus. 
pp.  71-72);  G.74.12.51-.54,  .57-  61, 
Gift  of  Mr.  and  Mrs.  Edward 
Durell  Stone,  Jr.  (1975,  nos. 
198-206,  illus.  pp.  66,  69); 
G. 74.20.2,  .4-.5,  .7-.8,  Gift  of 
Mr.  and  Mrs.  Joseph  M.  Golden- 
berg (1975,  nos.  197,  208-210, 
212,  illus.  pp.  68,  73). 

Middle  America,  forty-four  objects, 
pottery,  pigment,  stone,  shell: 
G.73.27.29-.30,  .32-.33,  Gift  of 
Edward  Durell  Stone,  Sr.  (1974, 
nos.  186-189);  G.74.12.1-.2, 
.5-.8,  .14,  .33,  .36-.39,  .48, 
Gift  of  Mr.  and  Mrs.  Edward 
Durell  Stone,  Jr.  (1975,  nos. 
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213-214,  220,  239-246,  258, 
260,  illus.  p.  79);  G.75.4.1-.3, 
.5,  .7-.28,  Gift  of  Mr.  and  Mrs. 
John  G.  Whitbeck  (1975,  nos. 
215-218,  223-237,  248-249, 
251-252,  illus.  p.  68); 
G. 74.20.1,  .6,  Gift  of  Mr.  and 
Mrs.  Joseph  M.  Goldenberg 
(1975,  nos.  221-222,  illus.  p.  73). 


Peru,  four  objects,  metal,  pottery, 
pigment:  G. 73.8.11,  Gift  of  the 
James  G.  Hanes  Memorial  Fund 
(1974,  no.  208,  illus.  p.  75); 
G. 74.1. 3,  Museum  Purchase 
Fund  (1975,  no.  267,  illus.  color 
plate  Ml,  p.  4);  G. 74.2.11,  Gift 
of  the  James  G.  Hanes  Memorial 
Fund  (1975,  no.  268,  illus.  p.  89); 
G. 74.20.3,  Gift  of  Mr.  and  Mrs. 
Joseph  M.  Goldenberg  (1975, 
no.  269). 


African 


Cameroons,  four  objects,  wood, 
brass,  skin:  G. 73.19.7,  .10,  Gift 
of  Mr.  and  Mrs.  Benno  Hurwitz 
(1974,  nos.  49-50);  G. 74.13.1, 
Gift  of  Edward  Durell  Stone, 
Sr.  (1975,  no.  109);  G. 74.22.6, 
Gift  of  Mr.  and  Mrs.  Mace 
Neufeld  (1975,  no.  108). 

Dahomey,  five  objects,  wood, 
cowrie  shells,  pigment: 
G.73.19.8-.9,  Gift  of  Mr.  and  Mrs. 
Benno  Hurwitz  (1974),  nos. 
51-52);  G.75.13.2-.4,  Gift  of 
Mr.  and  Mrs.  Bayard  Leroy  King 
(1975,  nos.  110-112). 

Gabon,  Staff  end,  wood: 
G. 73.8.13,  Gift  of  the  James  G. 
Hanes  Memorial  Fund  (1974, 
no.  39). 

Ghana,  three  objects,  brass, 
wood,  fabric,  pigment:  G. 73. 8.30 
a-h,  Gift  of  the  James  G.  Hanes 
Memorial  Fund  (1974,  no.  40); 
G.74.13.6,  Gift  of  Edward 
Durell  Stone,  Sr.  (1975,  no.  113); 
G. 75.13.8,  Gift  of  Mr.  and 
Mrs.  Bayard  Leroy  King  (1975, 
no.  114). 


Guinea,  Nimba  mask,  wood: 
G. 75.13.9,  Gift  of  Mr.  and  Mrs. 
Bayard  Leroy  King  (1975,  no.  115). 


African,  Nigeria,  Yoruba,  Female 
figure  with  bowl,  wood,  H.  17  1/2". 
Gift  of  Mr.  and  Mrs.  Paul  E.  Maddy. 


Ivory  Coast,  seven  objects,  wood, 
fiber,  shells,  beads,  pigment: 
G. 73.8.14,  Gift  of  the  James  G. 
Hanes  Memorial  Fund  (1974, 
no.  76);  GL.73.15.16,  .24,  Partial 
gift  of  Lewis  W.  Pate  (1974, 
nos.  77,  78);  G. 73.17.3,  Gift  of 
Mr.  and  Mrs.  Paul  E.  Maddy 
(1974,  no.  79);  G. 74.2.14,  Gift 
of  the  James  G.  Hanes  Memorial 
Fund  (1975,  no.  116);  G.74.22.4-.5, 
Gift  of  Mr.  and  Mrs.  Mace 
Neufeld  (1975,  nos.  117,  118). 

Mali,  twenty-seven  objects,  wood, 
metal,  leather,  gourd,  bamboo: 
GL.73.15.1-.15,  .1 7-/23,  .25, 
Partial  Gift  of  Lewis  W.  Pate 
(1974,  nos.  53-73,  illus. 
pp.  46,  48);  G. 73.19.11,  Gift  of 
Mr.  and  Mrs.  Benno  Hurwitz 
(1974,  no.  74);  G.75.13.10-.12, 
Gift  of  Mr.  and  Mrs.  Bayard 
Leroy  King  (1975,  nos.  119-121). 


Mozambique,  Helmet  mask,  wood, 
hair,  pigment:  G. 74.22.8,  Gift 
of  Mr.  and  Mrs.  Mace  NeufeJd 
(1974,  no.  122). 

Nigeria,  sixteen  objects,  metal, 
wood,  pottery,  pigment: 
G. 73.8.15,  Gift  of  the  James  . 
G.  Hanes  Memorial  Fund  (1974, 
no.  41,  illus.  p.  44);  G. 73.17.2, 
Gift  of  Mr.  and  Mrs.  Paul  E. 
Maddy  (1974,  no.  43,  illus.  p. 
43);  G.73.19.1-.6,  Gift  of  Mr. 
and  Mrs.  Benno  Hurwitz  (1974, 
nos.  42,  44-47,  illus.  pp.  45, 


48);  G.74.13.2-.5,  Gift  of  Edward 
Durell  Stone,  Sr.  (1974,  nos. 
125,  127-129);  G. 74.22.3,  .7, 
Gift  of  Mr.  and  Mrs.  Mace 
Neufeld  (1974,  nos.  126,  130); 
G.75.14.1-.2,  Gift  of  John 
Wesley  and  Anna  Hodgin  Hanes 
Foundation  (1975,  nos.  123-124). 

North  Africa,  stylized  figure  (a 
child's  doll?),  bone:  G. 74.19.8, 
Gift  of  Mr.  and  Mrs.  Gordon 
Hanes  (1975,  no.  131). 

Sierra  Leone,  four  objects,  wood, 
metal,  fiber,  pigment:  G. 73.8.25, 
Gift  of  the  James  G.  Hanes 
Memorial  Fund  (1974,  no.  83); 
G. 73.17.1,  Gift  of  Mr.  and  Mrs. 
Paul  E.  Maddy  (1974,  no.  82, 
illus.  p.  8);  G.74.13.7-.8,  Gift  of 
Edward  Durell  Stone,  Sr.  (1975, 
nos.  132-133). 

Upper  Volta,  three  objects,  wood: 
G.73.19.12-.13,  Gift  of  Mr.  and 
Mrs.  Benno  Hurwitz  (1974, 
nos.  80-81);  G. 74.22.1,  Gift  of 
Mr.  and  Mrs.  Mace  Neufeld 
(1975,  no.  134). 

Zaire,  ten  objects,  wood,  metal, 
fur,  leather,  fiber,  pigment: 
G.73.8.26-.29,  Gift  of  the  James 
G.  Hanes  Memorial  Fund  (1974, 
nos.  36,  37,  illus.  pp.  42,  38); 
G. 74.22.2,  Gift  of  Mr.  and  Mrs. 
Mace  Neufeld  (1975,  no.  139); 
G. 75.13.1,  .5-7,  .13,  Gift  of  Mr. 
and  Mrs.  Bayard  Leroy  King 
(1975,  nos.  135-138,  140). 
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Oceanic 


North  American  Indian 


New  Britain,  Dance  wand,  wood: 
G. 74.2.4,  Gift  of  the  James  G. 
Hanes  Memorial  Fund  (1974, 
no.  84). 

New  Guinea,  fourteen  objects, 
wood,  fiber,  shell,  bone,  hair, 
pigment:  G.73.8.31-.37,  Gift  of 
the  James  G.  Hanes  Memorial 
Fund  (1974,  nos.  86-91,  illus. 
p.  53);  G. 74.2.1,  .15-.19,  Gift 
of  the  James  G.  Hanes  Memorial 
Fund  (1974,  no.  85,  illus.  p.  52, 
1975,  nos.  141-142,  144-146, 
illus.  pp.  53,  54);  G. 74.19.7,  Gift 
of  Mr.  and  Mrs.  Gordon  Hanes 
(1975,  no.  143,  illus.  p.  54). 

New  Ireland,  three  objects,  wood, 
shell,  cloth,  bark:  G. 73.8.22, 
Gift  of  the  James  G.  Hanes 
Memorial  Fund  (1974,  no.  92, 
illus.  p.  54);  G.74.2.2-.3,  Gift  of 
the  James  G.  Hanes  Memorial 
Fund  (1974,  nos.  93-94,  illus. 
pp.  40,  56). 

New  Zealand,  Ceremonial  bird 
snare,  wood,  fiber:  G. 74.2.20, 
Gift  of  the  James  G.  Hanes 
Memorial  Fund  (1975,  no.  147, 
illus.  p.  56). 


Alaska,  six  objects,  bone,  wood: 
G.73.8.16-.19,  .21,  .23,  Gift  of 
the  James  G.  Hanes  Memorial 
Fund  (1974,  nos.  95-98). 

Canada,  Mask,  wood,  pigment: 
G. 73.8.20,  Gift  of  the  James  G. 
Hanes  Memorial  Fund  (1974, 
no.  99,  illus.  p.  58). 

United  States,  two  objects, 
leather,  cotton,  wool:  G. 73.8.24, 
Gift  of  the  James  G.  Hanes 
Memorial  Fund  (1974,  no.  100); 
74.1.5,  Museum  Purchase  Fund 
(1974,  no.  148). 


Oceanic,  New  Guinea,  Korewori 
River  Region,  Hook  figure 
(Yipwon),  wood,  H.  46  1/2".  Gift 
of  the  James  G.  Hanes  Memorial 
Fund. 
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Loan  and  Study  Collections 


William  Garl  Browne  (American, 
1823-1894),  Perrin  Busbee,  oil 
on  canvas,  Gift  of  Miss  Sophie 
D.  Busbee.    G. 74.3.1  (1974, 
no.  20) 

George  Cress  (American,  born 
1921,  Windswept  No.  1,  oil  on 
canvas,  Gift  of  Mr.  and  Mrs. 
Gary  M.  Underhill.    LC. 74.3.1 
(1957,  no.  277) 

Ernest  Bradfield  Freed  (American, 
born  1908),  Edge  of  Darkness, 
etching,  colored  chalk,  Gift  of 
Mrs.  Edwin  J.  Stringham. 
LC. 75.2.1  (1975,  no.  293) 

Judith  Godwin  (American,  born 
1930),  Regatta,  oil  on  canvas, 
Gift  of  James  H.  McEwen. 
LC.75.1.1  (1975,  no.  292) 

Attributed  to  John  Wesley  Jarvis 
(American,  1780-1839),  Portrait 
of  Joseph  Pearson,  panel, 
Marjorie  N.  Pearson  Bequest. 
G. 73.24.1  (1974,  no.  21) 

Max  Kalish  (American,  born 
Poland,  1891-1945),  Portrait  of 
a  Boy,  bronze,  Gift  of  Mr.  and 
Mrs.  James  Arnstine.    LC. 74.1.1 
(1975,  no.  270) 

Attributed  to  James  McGibbon 
(American,  ca.  1820),  Portrait 
of  Jesse  A.  Pearson,  oil  on 
canvas,  Marjorie  N.  Pearson 
Bequest.    G. 73.24.2 


Nasser  Ovissi  (Iranian,  born  1934), 
Head  of  a  Girl,  Silkscreen  print, 
Gift  of  the  artist.    LC. 74.2.1 
(1975,  no.  272) 

Sally  Bowen  Prange  (American, 
N.  C,  born  1927),  Covered  jar, 
porcelain,  Gift  of  Mr.  and  Mrs. 
Robert  L.  Davis.    LC. 73.3.1 
(1974,  no.  23) 

Tatsumura  Institute  of  Textile  Art, 
weavers  (Japanese,  20th  cen- 
tury), The  Four  Kings  Hunting 
Lions,  silk,  woven,  Gift  of  Nihon 
Keizai  Shimbun  (Japan 
Economic  Journal).    SC. 74.3.1 
(1975,  no.  278) 

Kathleen  Zimmerman  (American, 
contemporary),  Autumn  Fields, 
oil  on  canvas,  Gift  of  Charles 
J.  Oppenheim,  Jr.    LC. 73.2.1 
(1974,  no.  22) 

Bulgarian  (19th  century),  Sfs. 
Peter  and  Paul  as  Patrons  of 
the  Church,  oil  on  panel,  Gift 
of  Ambassador  and  Mrs. 
William  Leonhart.    SC. 74.5.3 
(1975,  no.  286) 

Byzantine  (ca.  5th  century),  Footed 
bowl,  pottery,  Gift  of  the  James 
G.  Hanes  Memorial  Fund. 
SC.74.1.1  (1975,  no.  271) 

European  (before  1864),  Three 
medallions,  bobbin  lace, 
Anonymous  gift.  SC.74.6.1-.3 
(1975,  nos.  289-91) 


Oriental  (antique),  Rug,  wool  and 
cotton,  Gift  of  the  North  Caro- 
lina Art  Society.    LC. 74.4.1 
(1975,  279) 

Peruvian  (ancient),  Four  fragments 
of  gold  sheeting,  gold,  Gift  of 
Paul  Clifford.  SC.74.4.1-.4 
(1975,  nos.  280-83) 

Russian  (18th  century),  Christ 
Blessing,  oil  on  panel,  Gift  of 
Ambassador  and  Mrs.  William 
Leonhart.    SC.74.5.5  (1975, 
no.  288) 

Russian?  (19th  century), 
Enthroned  Christ  with  the  Virgin 
Mary  and  St.  John  the  Baptist, 
oil  on  canvas,  mounted  on 
panel,  Gift  of  Ambassador  and 
Mrs.  William  Leonhart. 
SC.74.5.1  (1975,  no.  284) 

Russian  (19th  century),  Virgin 
and  Child,  oil  on  panel,  incised 
silver  oklad,  Gift  of  Ambassador 
and  Mrs.  William  Leonhart. 
SC. 74.5.4  (1975,  no.  287) 

Serbian  (18th  century,  second 
half),  Coronation  of  the  Virgin, 
oil  on  panel,  Gift  of  Ambassa- 
dor and  Mrs.  William  Leonhart. 
SC. 74.5.2  (1975,  no.  285) 
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DONORS 


Mrs.  Doak  Finch: 
Willie  B.  Grimes  (American,  N.C., 
born  1948),  Carr  Street  Window, 
oil  on  canvas,  G. 74.5.1. 


Greek,  Mycenaean  (Late 
Helladic  III,  1400-1150  B.C.), 
Two  statuettes,  terracotta, 
G. 74.19.1-2. 


Josef  Albers  Foundation: 
Josef  Albers  (American,  born 
Germany,  1888-1976),  Josef 
Albers  Formulation:  Articula- 
tion, silkscreen  prints,  double 
portfolio  (127  plates),  G. 75.7.1 


Mr.  and  Mrs.  Smith  Bagley  and  the 
James  G.  Hanes  Memorial 
Fund: 

Pablo  Picasso  (Spanish,  1881- 
1973),  Group  of  seventeen 
ceramics  from  numbered 
editions,  G.74.30.1-.17. 


Cape  Fear  Corporation: 
William  C.  A.  Frerichs  (American, 
born  Belgium,  1829-1905), 
Swiss  Lake  Scene,  oil  on  canvas, 
G. 75.6.1;  Winter  Skating  Scene, 
oil  on  canvas,  G. 75.6.2;  Winter 
Snow  Scene,  oil  on  canvas, 
G. 75.6.3. 


Harry  L.  Dalton  (for  the  Mary 
Duke  Biddle  Gallery  for  the 
Blind): 

Leonard  Wells  Volk  (American, 
1828-1895),  Left  Hand  of 
Abraham  Lincoln,  bronze, 
G. 75.10.1. 


Beguest  of  William  H.  Dietrick: 
Matthew  Nowicki  (Polish,  1910- 
1950),  Fireworks  at  State  Fair 
Grounds,  crayon,  G. 74.14.1. 


First-Citizens  Bank  and  Trust 

Company: 
Palestinian  (Middle  Bronze  HA, 
ca.  1950-ca.  1750  B.C.),  Axe 
blade,  bronze,  G. 75. 2.1. 


Mr.  and  Mrs.  Joseph  M. 

Goldenberg: 
Eight  Pre-Columbian  objects: 
Mexico,  Peru,  unassigned 
country  (Maya),  pottery, 
G.74.20.1-.8. 


Mr.  and  Mrs.  Abe  Greenberg 
(for  the  Mary  Duke  Biddle 
Gallery  for  the  Blind): 
Dean  Leary  (American,  born 
1944),  Cactus,  marble,  G. 74.9.1. 


Mr.  and  Mrs.  Gordon  Hanes: 
Cypriot  (Early  Bronze  Age, 
3000-2500  B.C.),  Idol,  terra- 
cotta, red  polished  ware, 
G. 74.19.3. 


Etruscan  (7th  century  B.C.), 
Footed  bulbous  jar  with 
shoulder  rim  and  wide  flaring 
lip,  pottery,  G. 74.1 9.5. 


Etruscan  (ca.  300  B.C.),  Hand 
mirror  with  scene  representing 
Hermes  and  Paris  Bronze, 
engraved,  G. 74.19. 6. 


African,  North  Africa,  Stylized 
figure,  bone,  incised,  G. 74.19.8. 


Oceanic,  New  Guinea,  Trophy 
head,  human  skull  over- 
modeled  with  clay,  hair,  cowrie 
shell,  paint,  G. 74.19.7. 


Henry  Moore  (British,  born 
1898),  Seated  Figures  and 
Ideas  for  Sculpture, 
lithograph,  G. 75.8.1. 


Giovanni  Battista  Piranesi 
(Italian,  1720-1778),  The 
Piazza  del  Quirinale  with  the 
Statues  of  the  Horse  Tamers 
Seen  from  the  Back,  from 
the  Veduta  di  Roma,  etching, 
G.  75.8.2. 


Egyptian  (New  Kingdom, 
Dynasty  XVIII,  1570-1314  B.C.), 
Shawabti  box  with  two 
shawabti  figures,  gessoed  wood, 
painted  decoration,  G. 74.19.4. 
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James  G.  Hanes  Memorial  Fund: 
Egyptian  (Pre-Dynastic,  Gerzean 
culture,  3600-3200  B.C.),  Vase 
with  painted  decoration, 
terracotta,  G. 73.8.6. 

Egyptian  (Pre-Dynastic,  Gerzean 
culture,  3600-3200  B.C.)  Vase 
with  two  lug  handles  and  painted 
spiral  decoration,  terracotta, 
G. 73.8.7. 

Canaanite  (Early  Bronze  Age, 
3200-2100  B.C.),  Two  standing 
figures  representing  the  Mother 
Goddess,  terracotta,  G.74.2.5-.6. 

Egyptian  (New  Kingdom, 
Dynasty  XVIII,  1570-1314  B.C.), 
Head  from  a  shawabti  figure  of 
Akhenaten,  stone,  G. 74.2. 8. 

Egyptian  (New  Kingdom, 
Dynasty  XVIII,  1570-1314  B.C.), 
Royal  portrait  head,  terracotta, 
G. 74.2.7. 

Egyptian  (New  Kingdom, 
Dynasty  XVIII,  1570-1314  B.C.), 
Ointment  jar,  alabaster.  G. 73.8.8. 

Egyptian  (Late  Period,  Saite, 
663-525  B.C.),  Bowl  with  votive 
inscription,  bronze,  G.73.8.9. 

Egyptian  (Late  Period, 
Dynasties  XXVI-XXVII,  663-404 
B.C.),  Mummiform  coffin  with 
head  of  the  falcon  god  Horus, 
wood,  gilded  and  painted 
decoration,  G. 74.2. 9. 


Egyptian  (Late  Period,  Dynasties 
XXV-XXXI,  730-332  B.C.)  Two 
mummy  cases,  gessoed  wood 
with  painted  decoration, 
G.73.8.4-.5. 

Egyptian,  Thebes  (Late  Period, 
Dynasties  XXVIII-XXXI,  404- 
332  B.C.)  Vase  with  hieratic 
votive  inscription  and  painted 
images  of  the  four  sons  of  Horus, 
terracotta,  G. 73. 8. 10. 

Eight  Pre-Columbian  objects: 
Colombia,  Guatemala,  Mexico, 
Peru,  pottery,  G.73.8.11-.12, 
G.73.8.38-.39,  G.74.2.10-.13. 

Ten  African  objects:  Gabon, 
Ghana,  Ivory  Coast,  Nigeria, 
Sierra  Leone,  Zaire,  wood, 
bronze,  brass,  fur,  G.73.8.13-.15, 
G.73.8.25-.30,  G. 74.2.14. 

Eight  North  American  Indian 
objects:  Alaska  (Eskimo),  British 
Columbia  (Salish  Indian),  New 
Mexico/Arizona  (Zuhi),  bone, 
wood,  deerskin,  G.73.8.16-.21, 
G.73.8.23-.24. 

Eighteen  Oceanic  objects:  New 
Guinea,  New  Ireland,  New 
Britain,  New  Zealand,  wood, 
shell,  fiber,  straw,  paint,  bone, 
G. 73.8.22,  G.73.8.31-.37, 
G.74.2.1-.4,  G.74.2.15-.20. 

Daniel  Hopfer  (Dutch,  1470- 
1536),  Fete  de  village,  etching, 
G. 74.2.29. 


Heinrich  Aldegrever 
(German,  1502-1558),  Lot 
Welcomes  the  Angels,  engraving, 
G. 74.2.31. 

Marcantonio  Raimondi  (Italian, 
ca.  1480-ca.  1534),  The  Satyr 
and  the  Infant,  engraving, 
G. 74.2.32. 

Melchior  Meier  (Swiss,  active 
Freiburg,  1582),  The  Flaying  of 
Marsyas,  engraving,  G. 74.2. 30. 


James  G.  Hanes  Memorial  Fund 
and  Mr.  and  Mrs.  Smith  Bagley: 
Pablo  Picasso  (Spanish,  1881- 
1973),  Group  of  seventeen 
ceramics  from  numbered 
eiditions,  G.74.30.1-.17. 


John  Wesley  and  Anna  Hodgin 

Hanes  Foundation: 
African,  Nigeria,  Two  leopards, 
wood,  traces  of  gilt,  G. 75. 14.1-2. 


William  Walker  Hines: 

Edward  Lloyd  (British,  active 
ca.  1861-ca.  1889),  Lady  Wynne's 
Favorite  Carriage,  Ponies,  and 
Horses  and  Dogs  at  the  Front 
Entrance,  Wynnestay,  oil  on 
canvas,  G. 74.24.1. 


Mr.  and  Mrs.  Benno  Hurwitz: 
Thirteen  African  objects: 
Cameroon,  Dahomey,  Mali, 
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Mr.  and  Mrs.  Benno  Hurwitz  (Cont.) 
Nigeria,  Upper  Volta,  wood, 
pigment,  terracotta,  brass, 
cowries,  beads,  G.73.19.1-.13. 


Mr.  and  Mrs.  Bayard  Leroy  King: 
Thirteen  African  objects: 
Dahomey,  Ghana,  Guinea,  Mali, 
Zaire,  wood,  paint,  fabric,  fiber, 
encrustations,  hair,  leather, 
metal,  G.75.13.1-.13. 


Dr.  and  Mrs.  David  J.  Lang: 
Bob  White  (British,  contem- 
porary), Painting  No.  1,  oil  on 
board,  G. 74.25.1. 


Ambassador  and  Mrs.  William 

Leonhart: 
Japanese,  Momoyama  Period 
(1573-1615),  Housetop  and 
Trees,  colors  on  paper,  six-fold 
screen,  G. 74.23.2. 

Japanese,  Tokugawa  Period 
(1615-1868),  Scenes  from  the 
Genji  Monogatari  (The  Tale  of 
Genji),  colors  on  paper,  twelve- 
fold screen  with  silk  covers, 
G. 74.23.1. 


Mr.  and  Mrs.  Ira  H.  Levy: 
Sixty-one  Pre-Columbian 
objects:  Costa  Rica,  Ecuador, 
pottery,  jade,  G. 73.21. 1  -.61 . 


Mr.  and  Mrs.  Paul  E.  Maddy: 
Three  African  objects:  Ivory 
Coast,  Nigeria,  Sierra  Leone, 
wood,  pigment,  G. 73.17. 1-.3. 

Mrs.  Henry  A.  Markus: 
Moshe  Tamir  (Israeli,  contem- 
porary), To  Jerusalem,  portfolio 
of  thirteen  lithographs, 
G.73.14.1-.13. 


Mordecai  House  Historical 
Society:  Walter  G.  Nottingham 
(American,  born  1930),  Dawson 
Mola,  applique  stitchery  in  four 
parts,  felt  and  silk  thread, 
G. 74.7.1. 

Mr.  and  Mrs.  Mace  Neufeld: 
Eight  African  objects:  Came- 
roon, Ivory  Coast,  Mozam- 
bique, Nigeria,  Upper  Volta, 
Zaire,  wood,  pigment,  brass, 
fiber,  hair,  iron,  skin, 
G.74.22.1-.8. 

Six  Pre-Columbian  objects: 
Mexico,  pottery,  stone, 
G.73.20.1-.6. 

Dr.  and  Mrs.  Charles  S.  Norburn: 
English  (mid-17th  century), 
Armchair  with  spirally  turned 
legs  and  stretchers,  walnut  and 
oak,  leather,  G. 74.28.1. 

English  (mid-17th  century), 
Armchair  with  baluster-turned 


front  legs  and  stretchers,  walnut, 
tapestry,  G. 74.28.2. 

English  (mid-17th  century), 
Armchair  with  simple  baluster- 
turned  legs  and  arm  supports, 
walnut,  leather,  G. 74.28.4. 

English  (mid-17th  century), 
Footstool  with  baluster-turned 
legs,  straight  stretchers,  oak, 
needlepoint,  G. 74.28.3. 


North  Carolina  Art  Society 

(Robert  F.  Phifer  Funds): 
In  honor  of  Edwin  Gill:  William 
Merritt  Chase  (American,  1849- 
1916),  Dorothy,  Helen,  and  Bob, 
oil  on  canvas,  G. 73.3.3. 

In  honor  of  Mrs.  George  W. 
Paschal,  Jr.:  Eugene  Berman 
(American,  born  Russia,  1899- 
1972),  "Sunset"  (Medusa),  oil 
on  canvas,  G. 74.8.2. 

Maud  Gatewood  (American, 
born  1934),  Out  Back,  polymer 
on  board,  G. 75.9.1. 

Ralph  Cox  (American,  born  1944 
Forms  on  Green,  enamel  on 
board,  G. 74.8.1. 

Walter  J.  Obman  (American, 
born  1927),  Nocturnal  Twins, 
relief  print,  artist  proof,  G. 75.9.2. 
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North  Carolina  State  Library: 
John  James  Audubon  (American, 
1785-1851),  The  Birds  of 
America,  aquatint  engravings, 
4  vols.  (434  of  435  plates), 
G.74.27.1-.4. 

John  James  Audubon  (American, 
1785-1851),  John  Woodhouse 
Audubon  (American,  1812-1862), 
and  Rev.  John  Bachman 
(Canadian,  active  1850-1877), 
The  Viviparous  Quadrupeds  of 
North  America,  lithographs, 
vol.  I  of  three,  G. 74.27.5. 


Gyula,  Dezsoe,  Friedrich, 
Maximilian,  and  Eugene  in 
memory  of  their  parents,  Chief- 
Cantor  Mayer  Schorr  and  Bertha 
Schorr: 

Austrian,  Vienna,  Hanukah 

Lamp,  silver,  G. 75. 15. 2; 

Russian,  Jewish  ceremonial 

spice  container,  silver,  G. 75. 15.1. 

Mr.  and  Mrs.  A.  Harvey  Schreter: 
Chinese,  Bowl,  ceramic, 
G. 73.23.3. 

Chinese  (Ch'ing  Dynasty,  1644- 
1912),  Rectangular  vase, 
ceramic,  G. 73.23.4. 


Partial  gift  of  Lewis  W.  Pate: 
Twenty-five  African  objects: 
Ivory  Coast,  Mali,  wood,  metal, 
leather,  GL.73.15.1-.25. 


Mrs.  Nancy  S.  Reynolds: 
Jean-Baptiste  Leprince  (French, 
1733-1781),  Les  Plaisirs  de  la 
Solitude,  watercolor,  G.73.25.1. 

American  (20th  century),  Group 
of  forty  Duck  Stamp  Prints 
(1934-1973)  by  various  artists, 
etchings,  drypoints,  quatints, 
lithographs,  G. 73.25.2. 


R.  J.  Reynolds  Industries,  Inc.: 
Andrew  Wyeth  (American,  born 
1917),  Sea  Dog,  tempera  on 
board,  G. 74.26.1. 


Chinese,  Chang  Si  Province, 
Chingpai  (Ch'ing  Dynasty,  1644- 
1912),  Tripod  bowl,  ceramic, 
G. 73.23.1. 

Chinese,  Swatow  (Ming  Dynasty, 
1368-1644),  Bowl,  ceramic, 
G.  73.23.2. 


William  H.  Stephenson  in  memory 
of  his  wife  Esther  H.  Stephenson: 

Italian,  Val  d'Aosta  (early  15th 

century),  Chest,  wood, 

GL.63.30.1. 


Edward  Durell  Stone,  Sr.: 
Sixty-two  Pre-Columbian 
objects:  Costa  Rica,  Guatemala, 
Mexico,  unassigned  country 
(Maya),  pottery,  stone,  jade, 
G.73.27.1-.62. 


Eight  African  objects:  Cameroon, 
Ghana,  Nigeria,  Sierra  Leone, 
wood,  pigment,  beads,  cloth, 
feathers,  fur,  G.74.13.1-.8. 


Mr.  and  Mrs.  Edward  Durell 

Stone,  Jr.: 
Sixty-eight  Pre-Columbian 
objects:  Costa  Rica,  Guatemala, 
Mexico,  unassigned  country 
(Maya),  pottery,  stone,  G. 74.12.1 
-.68. 


Mr.  and  Mrs.  Duncan  Stuart: 
Philippe  Oberkampf  printworks  (?), 
Textile,  Toile  de  Jouy, 
linen,  G. 74.17.1. 


Mrs.  E.  P.  Uiberall: 
Lovis  Corinth  (German,  1858- 
1925),  Antike  Legenden:  zwolf 
Radierungen,  portfolio  of 
thirteen  etchings,  G.74.6.1-.13. 


Peter  A.  Vogt: 
Robert  S.  Duncanson  (American, 
1817/22-1872),  Canadian 
Landscape,  oil  on  canvas, 
G. 74.4.1. 


Wachovia  Bank  and  Trust 
Company,  N.A.: 

Camille  Pissarro  (French,  1831- 

1903),  Le  Pont  St.  Sever  a 

Rouen,  oil  on  canvas, 

GL67.26.1. 
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Donors  (Cont.) 


DONORS  TO  THE  LOAN  AND  STUDY  COLLECTIONS 


Wake  Forest  University: 
English  (Georgian,  1740-1830), 
Drawing  room,  wood,  panel, 
marble,  G. 73.26.1. 


Mrs.  Bambi  Walsh: 
W.  Buechel  (American,  active 
1844),  Coverlet,  wool  and 
cotton,  G. 74.29.1. 


Lorin  S.  Weisenfeld: 
Six  Pre-Columbian  objects: 
Ecuador,  pottery,  G. 74.21.1- 
.6. 


Mr.  and  Mrs.  John  G.  Whitbeck: 
Twenty-eight  Pre-Columbian 
objects:  Guatemala,  un- 
assigned  country  (Maya), 
pottery,  G.75.4.1-.28. 


Mr.  and  Mrs.  Roy  Wilder,  Jr.: 
Roman  (ca.  200  A.D.), 
Ointment  vial,  glass,  G. 73.22.1. 


Anonymous  gift: 
European  (before  1864),  Three 
medallions,  bobbin  lace, 
SC.74.6.1-.3. 


Mr.  and  Mrs.  James  Arnstine: 
Max  Kalish  (American,  born 
Poland,  1891-1945),  Portrait  of 
a  Boy,  bronze,  LC.74.1.1. 


Miss  Sophie  D.  Busbee: 
William  Garl  Browne  (American, 
1823-1894),  Perrin  Busbee,  oil 
on  canvas,  G. 74.3.1. 


Paul  Clifford: 
Peru  (ancient),  Four  fragments 
of  gold  sheeting,  SC.74.4.1-.4. 


Mr.  and  Mrs.  Robert  L.  Davis: 
Sally  Bowen  Prange  (American, 
N.  C,  born  1927),  Covered  jar, 
porcelain,  LC. 73.3.1. 


Mrs.  Gordon  Hanes: 
European,  Textile  Panel,  silk 
and  metallic  threads  brocaded 
weft  ground;  silver  bullion, 
SC.75.2.1. 


Flemish  (17th  century),  Textile, 
border  from  a  hanging,  wool, 
slit  tapestry  weave;  modern 
woven  binding,  SC. 74.2.3. 

Oriental  (19th  century),  Textile, 
silk  pattern,  tapestry  weave; 
tabby  weave  ground,  SC. 74.2. 4. 

James  G.  Hanes  Memorial  Fund: 
Byzantine  (ca.  5th  century), 
Footed  bowl,  pottery,  SC.74.1.1. 

Ambassador  and  Mrs.  William 

Leonhart: 
Russian?  (19th  century), 
Enthroned  Christ  with  the  Virgin 
Mary  and  St.  John  the  Baptist, 
oil  on  canvas,  mounted  on 
panel,  SC. 74.5.1. 

Serbian  (18th  century,  second 
half),  Coronation  of  the  Virgin, 
oil  on  panel,  SC. 74.5.2. 

Bulgarian  (19th  century),  Srs. 
Peter  and  Paul  as  Patrons  of 
the  Church,  oil  on  panel, 
SC. 74.5.3. 

Russian  (19th  century),  Virgin  am 
Child,  oil  on  panel,  incised 
silver  oklad,  SC.74.5.4. 

Russian  (18th  century),  Christ 
Blessing,  oil  on  panel, 
SC.74.5.5. 


European  (18th-19th  century), 
Textile  panel,  brocaded  tabby 
weave;  gold  and  silver  bullion 
tapes,  SC.74.2.2. 


James  H.  McEwen: 
Judith  Godwin  (American, 
born  1930),  Regatta,  oil  on 
canvas,  LC. 75.1.1. 
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Loan  and  Study  Coll.  (Cont.) 


LONG-TERM  LOANS 


Ninon  Keizai  Shimbun  (Japan 

Economic  Journal): 
Tatsumura  Institute  of  Textile 
Art,  weavers  (Japanese,  20th 
century),  The  Four  Kings 
Hunting  Lions,  silk,  woven, 
SC.74.3.1. 

Charles  J.  Oppenheim,  Jr.: 
Kathleen  Zimmerman  (American, 
contemporary),  Autumn  Fields, 
oil  on  canvas,  LC.73.2.1. 

Nasser  Ovissi: 
Nasser  Ovissi  (Iranian,  born 
1934),  Head  of  a  Girl,  silkscreen 
print,  LC. 74.2.1. 

Marjorie  N.  Pearson  Bequest: 
Attributed  to  John  Wesley 
Jarvis  (American,  1780-1839), 
Portrait  of  Joseph  Pearson, 
panel,  G. 73.24.1. 

Attributed  to  James  McGibbon 
(American,  ca.  1820),  Portrait 
of  Jesse  A.  Pearson,  oil  on 
canvas,  G. 73.24.2. 

Mrs.  Edwin  J.  Stringham: 
Ernest  Bradfield  Freed  (Ameri- 
can, born  1908),  Edge  of 
Darkness,  Etching,  colored 
chalk,  LC.75.2.1. 


John  B.  Fulling: 
Twelve  Pre-Columbian  objects: 
Maya,  pottery,  L.75.3.1-.12. 


Herbert  D.  Hammond  and  family: 
Eighteen  African  objects: 
Dahomey,  Ghana,  Ivory  Coast, 
Mali,  Nigeria,  Upper  Volta, 
wood,  paint,  beads,  brass, 
L.73.16.1-.18. 


Mr.  and  Mrs.  Gordon  Hanes: 
Maurice  Vlaminck  (French, 
1876-1958),  Vase  de  Fleurs,  oil 
on  canvas,  L. 75. 5.1. 


Ambassador  and  Mrs.  William 

Leonhart: 
Four  African  objects:  Mozam- 
bique, wood,  paint,  hair,  nails, 
cloth,  L.74.23.8-.11. 

Japanese  (19th  century),  Twenty 
three  prints  and  drawings,  ink 
and  color  on  paper,  woodcut, 
L.74.23.12-.34. 

Japanese  and  Chinese,  Six 
paintings  mounted  on  scrolls, 
L.74.23.35-.40. 


wood,  metal,  brass,  fiber,  fur, 
beads,  L.73.18.1-.20. 


Lorin  S.  Weisenfeld: 
Eleven  Pre-Columbian  objects: 
Ecuador,  pottery,  copper, 
L.74.21.7-.17. 


Mr.  and  Mrs.  Gary  M.  Underhill: 
George  Cress  (American,  born 
1921),  Windswept  No.  1,  oil 
on  canvas,  LC.74.3.1. 


Mr.  and  Mrs.  Harvey  Schreter: 
Twenty  African  objects: 
Cameroons,  Ivory  Coast,  Liberia, 
Nigeria,  Upper  Volta,  Zaire, 
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EDUCATION 


Public  Tours 

School  children  given  guided 
tours:  42,275 

Members  of  civic  groups,  clubs, 
churches  and  other  organiza- 
tions given  guided  tours:  6,408 
Total  number  given  guided 
tours:  48,683 

In-School  Volunteer  Program 

1974:  fifty-three  fifth  grade 
classes  visited 

Teacher  Seminars 

June,  1974  (two  week-long 
seminars):  thirty-seven  elemen- 
tary teachers  attended. 

Extension  Services 

Reproductions  —  distributed 
beginning  July  1973:  3,256 
Graded  slide  kits  loaned:  760 
General  slides  loaned:  611 

School  Visitations 

NCMA  staff  visited  schools  in 
the  following  counties  in  1974: 
Beaufort,  Camden,  Chowan, 
Currituck,  Gates,  Johnston, 
McDowell,  Pasquotank,  Per- 
quimans, and  Stanly; 
in  1975:  Buncombe,  Davie, 
Forsyth,  Haywood,  Jackson, 
Macon,  Madison,  Rowan,  Stokes, 
Transylvania,  and  Yadkin. 


PUBLIC  EVENTS 


Guest  Lecturers 

Mr.  and  Mrs.  E.  H.  Hunter, 
Raleigh  architects  and  planners, 
"Marcel  Breuer"  —  October  7, 
1973. 

Eric  E.  Young,  British  author 
and  lecturer,  "The  Spanish 
Collection  of  the  North  Carolina 
Museum  of  Art"  —  November  18, 
1973. 

A.  Sidney  Knowles,  Prof,  of 
English,  North  Carolina  State 
University,  "Paris  I"  —  March  24, 
1974. 

Michael  S.  Reynolds,  Prof,  of 
English,  North  Carolina  State 
University,  editor,  Southern 
Poetry  Review,  "Paris  II"  — 
March  31,  1974. 

Dr.  Catherine  E.  Moore,  Asst. 
Prof,  of  English,  North  Carolina 
State  University,  "Monsters  and 
Madness"  —  April  7,  1974. 

Dr.  M.  Thomas  Hester,  Asst. 
Prof,  of  Renaissance  Literature, 
North  Carolina  State  University, 
"A  Little  World,"  —  April  28,  1974. 

Warren  Robbins,  Director, 
Museum  of  African  Art, 
Washington,  "African  Textiles 
and  Jewelry  from  the  Niger 
Delta"  —  May  5,  1974. 
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Dr.  Margaret  Sterne,  Research 
Associate,  Detroit  Institute  of  the 
Arts,  "W.  R.  Valentiner  and  the 
German  Expressionists,"  October, 
1974. 


Secretary  Grace  J.  Rohrer  and 
Senator  Sam  Ervin  at  the  reception 
following  the  North  Carolina 
Awards  banquet,  October,  1973. 


Barton  Preston,  Wayne  Com- 
munity College,  "Eadweard 
Muybridge:  The  Stanford  Years 
1872-1882"  —  July  28,  1974. 

Dr.  William  H.  Gerdts,  Prof,  of 
Art  History,  City  University  of 
New  York,  "William  C.  A.  Frerichs 
1829-1905  A  Retrospective 
Exhibition"  —  September  15,  1974. 

Dr.  Margaret  Sterne,  Research 
Associate,  Detroit  Institute  of 
the  Arts,  "Dr.  W.  R.  Valentiner 
and  the  German  Expressionists"— 
October  6,  1974. 

Budd  Bishop,  Director,  Hunter 
Museum  of  Art,  Chattanooga, 
Tennessee,  "37th  Annual  North 
Carolina  Artists  Exhibition"  — 
November  17,  1974. 

Claude  Howell,  "Claude  Howell: 
A  Retrospective  Exhibition  of 
Paintings"  —  January  26,  1975. 

Dr.  R.  A.  Lasseter,  Dept.  of 
English,  North  Carolina  State 
University,  "Stone  Age  Art: 
Painting,  Myth  and  Ritual"  — 
March  2,  1975. 

Walter  E.  Meyers,  lecturer,  Dept. 
of  English,  North  Carolina 
State  University,  "Medieval  Art 
and  Symbol"  —  March  9,  1975. 

Dr.  John  Wall,  Jr.,  Asst.  Prof, 
of  English,  North  Carolina  State 
University,  "Shakespeare  and 
Renaissance  Painting"  —  March 
16,  1975. 


Dr.  R.  V.  Young,  Jr.,  Associate 
Prof,  of  English,  North  Carolina 
State  University,  "Baroque  Art 
and  Literature"  —  March  23,  1975. 

Dr.  Abram  Kanof,  Guest 
Curator,  North  Carolina  Museum 
of  Art,  "Ceremonial  Art  in  the 
Judaic  Tradition"  —  April  27,  1975. 

Beatrix  Rumford,  Director,  Abby 
Aldrich  Rockefeller  Folk  Art 
Center,  "Folk  Art  in  America:  A 
Living  Tradition"  —  June  15,  1975. 


Films 

Claude  Howell  74,  produced  by 
the  North  Carolina  Art  Society 
in  cooperation  with  UNC-TV, 
shown  each  Sunday  (January 
19,  January  26,  February  1, 
February  8,  February  16,  1975) 
during  the  exhibition  "Claude 
Howell:  A  Retrospective  of 
Paintings." 

Romantic  Versus  Classic  Art 
series,  written  and  narrated  by 
Kenneth  Clark,  produced  and 
directed  by  Colin  Clark,  through 
the  cooperation  of  the  Uni- 
versity of  North  Carolina-Chapel 
Hill,  shown  in  segments  on 
January  19,  February  2,  Febru- 
ary 16,  March  2,  March  9, 
March  16,  1975. 
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Concerts 


Andrew  Bolotowsky,  flute  — 
December  2,  1973. 

James  Houlik,  saxophone  — 
January  20,  1974. 

Marilyn  Dietrichs,  soprano  — 
February  17,  1974. 

Fiori  Musicale:  Maynard  Gold- 
man, baroque  violin;  Nancy 
Joyce,  baroque  flute  and 
recorder;  Kenneth  Roth, 
baroque  oboe;  Betsy  Moyer, 
harpsichord;  Margaret  Panofsky, 
viola  da  gamba  —  April  21,  1974. 

DiCecco  Trio:  Luca  DiCecco, 
cello;  Arlene  DiCecco,  violin; 
Joseph  Kitchen,  piano  —  Sep- 
tember 29,  1974. 

Concert  and  Dance,  Kenneth 
Bruggers,  harpsichord;  Frances 
Bruggers,  dance  —  October  20, 
1974. 

Enrique  Madriguera  —  guitar, 
November  3,  1974. 

Olive  Jenkins,  harp  —  December 
15,  1974. 

Paul  Tardif,  piano  —  January  12, 
1975. 

Katherine  Whitley,  soprano  — 
February  23,  1975. 

Nancy  Boyd,  soprano  —  April  6, 
1975. 


North  Carolina  Piano  Trio: 
Lilian  Pruett,  piano;  Earl  Sanders, 
violin;  Mary  Gray  White,  cello  — 
May  11,  1975. 

Barry  Poss,  banjo;  Sharon  Poss, 
guitar;  Jim  Collier,  fiddle  — 
June  15,  1975. 


Poetry  Readings  —  The  Tenth 
Muse  (co-sponsored  by  Wake 
Forest  University  and  Reynolda 
House) 

Maria  Ingram,  Chuck  Sullivan, 
Saleem  Peeradina,  Alton  Busbee, 
Nora  Shepherd  —  October  14, 
1973.  Ardis  Kimzey,  Tom 
Walters,  Campbell  Reeves, 
Guy  Owen  —  October  28,  1973. 


Drama 

S.T.G.  Shakespeare  Repertoire 
Theatre  Company,  excerpts 
from  Romeo  and  Juliet  — 
November  11,  1973. 

S.T.G.  Shakespeare  Repertoire 
Theatre  Company,  Alec  Dantre, 
director,  A  Midsummer  Night's 
Dream  —  February  24,  1974. 

Martha  Christian  and  Associates, 

puppeteers,  Amahl  and  the 

Night  Visitors  —  December  1,  1974. 

Carolina  Readers  Theatre,  Jay 
Davis,  director,  Man  or  Many?  — 
April  20,  1975. 


Museum  Director  Moussa  Domit, 

Art  Commission  member,  Gordon 

Hanes,  and  Director  Emeritus 

Justus  Bier  at  the  opening 

of  "Recent  Acquisitions,"  June, 

1974. 


50 


EXHIBITIONS 


June  17-August  26,  1973. 
"Recent  Acquisitions"  (a  selec- 
tion of  gifts  and  purchases  from 
the  NCMA  permanent  collection, 
acquired  1972-73) 

August  26-November  26,  1973. 
"Jacobite  Glass"  (selected 
examples  from  the  collection 
of  Capt.  and  Mrs.  Lawrence  E. 
Stahl) 

October  7-November  18,  1973. 
"Marcel  Breuer"  (a  presentation 
of  this  architect's  work  organized 
by  The  Metropolitan  Museum  of 
Art  and  circulated  by  The 
American  Federation  of  the 
Arts) 


November  14-January  13,  1974. 
"36th  Annual  North  Carolina 
Artists  Exhibition  " 

December  1 -December  30,  1973. 
"An  Experience  in  Art  Therapy" 
(exhibited  in  the  Mary  Duke 
Biddle  Gallery  for  the  Blind,  a 
selection  of  paintings  by  several 
Dorothea  Dix  patients  in 
connection  with  a  therapy 
program) 

December  2-January  6,  1974. 
"North  Carolina  —  Yesterday, 
Today  and  Tomorrow"  (a  state- 
wide photography  competition 
sponsored  by  the  North  Caro- 
lina Arts  Council) 


December  2-January  6,  1974. 
"Chagall— Rouault:  A  Selection 
of  Prints"  (Examples  from  the 
Chagall  portfolios  Bible  I  and 
Bible  II  and  the  Rouault  port- 
folio Miserere,  gifts  of  Colonel 
Kenneth  R.  Bland,  and  other 
loan  material) 

January  6-March  24,  1974. 
"Stone  Sculptures  by  Jane  B. 
Armstrong"  (exhibited  in  the 
Mary  Duke  Biddle  Gallery  for 
the  Blind) 

January  27-March  10,  1974. 
"Hobson  Pittman:  A  Selection 
from  the  Artist's  Bequest" 


March  8-April  29,  1974. 
"American  Impressionist  Paint- 
ings" (Organized  by  Moussa  M. 
Domit,  then  Acting  Director  of 
the  North  Carolina  Museum  of 
Art,  for  the  National  Gallery  of 
Art,  Washington  and  circulated 
by  the  National  Gallery) 

March  24-April  21,  1974. 
"Classical  Art  From  Carolina 
Collections:  An  exhibition  of 
Greek,  Etruscan,  and  Roman 
art  from  public  and  private 
collections  in  North  and  South 
Carolina"  (organized  by  Charles 
Randall  Mack  under  the  auspices 
of  the  South  Carolina  Arts 
Commission,  South  Carolina 
Museum  of  Art,  and  the  Univer- 
sity of  South  Carolina) 


May  5-June  2,  1974.  "African 
Textiles  and  Jewelry  from  the 
Niger  Delta"  (organized  by  the 
International  Exhibition 
Foundation) 

June  2-July  7,  1974.  "Lace: 
Real  and  Allusion"  (examples 
of  lace  from  the  NCMA  perma- 
nent collection  and  paintings 
featuring  lace) 

June  13-September  8,  1974. 
"Recent  Acquisitions"  (a 
selection  of  gifts  and  purchases 
from  the  NCMA  permanent 
collection,  acquired  1973-74) 

June  20-October  15,  1974.  "New 
Museum  Building:  Model  and 
Plans"  (an  installation  of  the 


Edward  Durell  Stone  archi- 
tectural firm's  model  of  new 
NCMA  building  in  a  preliminary 
form) 

July  21-September  1,  1974. 
"Eadweard  Muybridge:  The 
Stanford  Years"  (an  exhibition 
of  the  Stanford/Muybridge 
collaborative  efforts  in  photo- 
graphic experimentation  spon- 
sored by  The  Stanford  University 
Museum  of  Art,  The  E.  B. 
Crocker  Art  Gallery,  Sacramento, 
and  the  University  of  Southern 
California,  Los  Angeles) 

September  15-October  20,  1974. 
"William  C.A.  Frerichs  1829- 
1905:  A  Retrospective  Exhi- 
bition" 


'American  Impressionist  Paintings,"  March,  1974 


October  24-November  3,  1974. 
"William  C.  Fields"  (an  exhi- 
bition of  portraits  by  this 
recipient  of  the  North  Carolina 
Award  for  the  Arts) 

November  14-December  20, 
1974.  "37th  Annual  North 
Carolina  Artists  Exhibition" 

January  19-February  23,  1975. 
"Claude  Howell:  A  Retrospective 
Exhibition  of  Paintings" 

February  5-March  16,  1975. 
"Frederick  Frieseke,  1874-1939" 
(a  retrospective  exhibition  of 
paintings  and  watercolors 
organized  and  circulated  by  The 
Telfair  Academy  of  Arts  and 
Sciences,  Savannah,  Georgia) 

March  30,  1975-present. 
"Egyptian  art  from  the  Perma- 
nent Collection" 

April  27-June  15,  1975. 
"Ceremonial  Art  in  the  Judaic 
Tradition"  (a  selection  of 
historic  and  contemporary  loan 
objects,  works  of  art  integral  to 
the  celebration  of  the  Judaic 
faith) 

June  8-July  13,  1975.  "Folk  Art 
In  America:  A  Living  Tradition" 
(109  objects  from  the  Abby 
Aldrich  Rockefeller  Folk  Art 
Collection,  Williamsburg, 
Virginia) 


Lenders  to  the  Exhibitions 

(Not  included  are  the  artists 
lending  their  own  works  to  the 
North  Carolina  Artists  Exhibitions) 

Mr.  and  Mrs.  John  Apinis 
Arista  Company,  Greensboro 

and  Winston-Salem 
Mr.  and  Mrs.  Ellis  Aycock 
Mr.  and  Mrs.  Smith  Bagley 
Prof.  Bernard  Bernstein 
Berry-Hill  Galleries,  New  York 
Mr.  Arthur  H.  Bienenstock 
Dr.  and  Mrs.  Justus  Bier 
Blandwood,  Greensboro 
B'nai  B'rith  Museum, 

Washington,  D.  C. 
Mr.  John  Bonitz,  Jr. 
Mr.  William  S.  Bridges 
Brooklyn  Museum 
Bush  House,  Salem  Art  Association 
Mr.  and  Mrs.  Algernon  L.  Butler,  Jr. 
Mr.  and  Mrs.  O.  G.  Calhoun 
Craig  and  Tarlton,  Inc. 
Mr.  and  Mrs.  William  A.  Creech 
Mr.  John  Croley 

Mr.  and  Mrs.  J.  Holmes  Davis,  Jr. 

Mr.  Stanley  Diefenthal 

Mrs.  Lydie  R.  Egosi 

Dr.  and  Mrs.  Leon  Fankushen 

Mr.  and  Mrs.  Benton  Fisher 

Mrs.  Hana  Geber 

Col.  John  S.  Gimesh 

Mr.  Archer  B.  Glenn,  Jr. 

Mr.  and  Mrs.  Abe  Greenberg 

Greensboro  Historical  Museum 

Mr.  and  Mrs.  Frank  Borden  Hanes 

Mr.  and  Mrs.  Gordon  Hanes 

Mr.  and  Mrs.  R.  Philip  Hanes,  Jr. 

Mr.  Peter  Harris 

Mr.  and  Mrs.  Frederick  D.  Hill 


Col.  and  Mrs.  Jean  Hollstein 
Home  Security  Life,  Durham 
Mr.  Milton  Horn 
Mr.  Claude  Howell 
Jewish  Museum,  New  York 

(under  the  auspices  of  the 

Jewish  Theological  Seminary 

of  America) 
Mrs.  Edith  Kallman 
Dr.  and  Mrs.  Abram  Kanof 
Dr.  and  Mrs.  Samuel  C.  Karlan 
Dr.  and  Mrs.  Henry  C.  Landon,  III 
Dr.  and  Mrs.  Arthur  J.  Lapovsky 
Mr.  and  Mrs.  W.  Osborne  Lee 
Miss  Becky  Levine 
Mr.  Mitchel  Levine 
Dr.  and  Mrs.  Ronald  H.  Levine 
Mr.  Glenn  A.  Long  and  Ms. 

Susan  Cumins 
Dr.  and  Mrs.  Monte  Malach 
Metropolitan  Museum  of  Art, 

New  York 
Col.  and  Mrs.  Robert  S.  Milner 
Mint  Museum  of  Art,  Charlotte 
Mr.  and  Mrs.  Richard  T.  Mitchell 
Mr.  and  Mrs.  James  Fredrick 

Murray,  II 
Museum  of  Yeshiva  University, 

New  York 
Newark  Museum 
Mr.  Leon  I.  Nigrosh 
Dr.  and  Mrs.  Carl  Norden 
North  Carolina  National  Bank, 

Charlotte 
Mr.  Herman  Perlman 
Dr.  Mark  Podwall 
Mr.  and  Mrs.  Leon  Prince 
Mr.  and  Mrs.  Sidney  Quitman 
Mr.  and  Mrs.  Justin  Raphael 
Mr.  and  Mrs.  Henry  B.  Rehder 
Mrs.  Chava  Wolpert  Richard 


Ringwood  Manor  House,  State 

of  New  Jersey 
Mr.  M.  Edward  Robinson 
Mrs.  Karl  Rosenthal 
Dr.  and  Mrs.  Henry  Singletary 
Skirball  Museum,  Hebrew  Union 

College  —  Jewish  Institute  of 

Religion,  Los  Angeles 
Ms.  Elizabeth  B.  Slocum 
Mr.  and  Mrs.  Zachary  Smith,  III 
Dr.  and  Mrs.  Jackson  G.  Sparks 
Mr.  and  Mrs.  James  Laurence 

Sprunt,  Jr. 
Capt.  and  Mrs.  Lawrence  E.  Stahl 
Mr.  and  Mrs.  William  C.  Stanback 
Staten  Island  Institute  of  Arts 

and  Sciences 
Mr.  and  Mrs.  W.  C.  Stokes 
Temple  Emanu-EI,  New  York 
Temple  Sholom,  Greenwich, 

Connecticut 
Mrs.  Naomi  Tendler 
Mr.  and  Mrs.  Joseph  Ternbach 
Waccamaw  Bank  and  Trust 

Company 
Dr.  and  Mrs.  Samuel  E.  Warshauer 
Mrs.  Erna  Weill 

Mr.  and  Mrs.  E.  Roy  Weintraub 
Mr.  and  Mrs.  Finley  T.  White 
Mr.  and  Mrs.  Joseph  G.  Wise 
WITN-TV,  Washington,  North 

Carolina 
Mrs.  Dorothy  E.  Wolken 
Mr.  Ludwig  Wolpert 
Mr.  Thomas  H.  Wright,  Jr. 
Mr.  Moshe  Zabari 


Sponsors  of  the  exhibition 
"Ceremonial  Art  in  the  Judaic 
Tradition" 

Alexander  Foundation, 

Charleston,  South  Carolina 
Mr.  and  Mrs.  Arnold  Aronson 
Mr.  and  Mrs.  Ervin  I.  Baer 
Beth  El  Congregation,  Durham 
Beth  Meyer  Congregation,  Raleigh 
Beth  Or  Congregation,  Raleigh 
Mr.  I.  D.  Blumenthal 
Mrs.  Larry  Cohen 
Mr.  David  Falk 

Mr.  and  Mrs.  David  Feinstein 
First-Citizens  Bank  and  Trust 

Company,  Raleigh 
Mr.  and  Mrs.  Abe  Greenberg 
Mrs.  Ruth  Greene 
Mrs.  Fanny  Heilig 
Junior  Woman's  Club  of  Raleigh 
Dr.  and  Mrs.  Arthur  J.  Lapovsky 
Dr.  and  Mrs.  Albert  Levine 
Mrs.  Gladys  B.  Levine 
Dr.  and  Mrs.  Ronald  H.  Levine 
Mr.  and  Mrs.  Albert  List 
Dr.  and  Mrs.  Ernest  Neiman 
Mr.  David  Osterneck 
Dr.  and  Mrs.  Morton  Pizer 
Hon.  and  Mrs.  B.  D.  Schwartz 
Mr.  and  Mrs.  Melvin  Solomon 
Mr.  Morris  Speizman 
Wayne  Foundation,  Incorporated, 

Goldsboro 
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Circulating  Exhibitions 

Recipients  of  circulating  exhibitior 
during  this  biennium: 

Arts  and  Science  Museum, 

Statesville 
Asheville  Art  Museum 
Atlantic  Christian  College,  Wilson 
Beaufort  Technical  Institute, 

Washington 
Bladen  Technical  Institute,  Dublin 
Chapel  Hill  School  Art  Guild 
Charlotte  County  Day  School 
Chowan  College  Art  Gallery, 

Murfreesboro 
Cleveland  County  Memorial 

Library,  Shelby 
Coastal  Carolina  Community 

College,  Jacksonville 
Craven  Community  College, 

New  Bern 
Irene  Cullis  Gallery,  Greensboro 

College 
Dare  County  Library,  Manteo 
Davidson  County  Art  Guild, 

Lexington 
Davidson  Community  College, 

Lexington 
Elkin  Public  Library 
Fayetteville  Art  Museum 
Forsyth  Technical  Institute, 

Winston-Salem 
Goldsboro  Art  Center 
Goode  Hall  Gallery,  Pfeiffer 

College,  Misenheimer 
Guilford  Technical  Institute, 

Jamestown 
High  Point  Public  Library 
Knight  Publishing  Company, 

Charlotte 
Kinston  Arts  Council 


Lees-McRae  College,  Banner  Elk 
Lenoir  Community  College, 

Kinston 
Library  Gallery,  Southern 

Pines 

E.  H.  Little  Fine  Arts  Center, 

Queens  College,  Charlotte 
Louisburg  College 
Martin  Technical  Institute, 

Williamston 
North  Carolina  Correctional 

Center  for  Women,  Raleigh 
Paddison  Memorial  Library, 

Kernersville 
Person  County  Public  Library, 

Roxboro 
Public  Library  of  Johnston 

County  and  Smithfield 
Raeford  Women's  Club 
Richmond  Technical  Institute, 

Hamlet 

Robinson  House,  Department 

of  Recreation,  Burlington 
Rockingham  Community  College, 

Wentworth 
Rowan  Public  Library,  Salisbury 
Saint  Andrews  Presbyterian 

College,  Laurinburg 
Saint  John's  Art  Gallery, 

Wilmington 
Sampson  Technical  Institute, 

Clinton  Annex 
Scotland  Neck  Memorial  Library 
Shepard-Pruden  Memorial 

Library,  Edenton 
Southeastern  Community 

College,  Whiteville 
Southwestern  Technical 

Institute,  Sylva 
James  Sprunt  Institute, 

Kenansville 


H.  C.  Taylor  Gallery,  North 

Carolina  Agricultural  and 

Technical  University, 

Greensboro 
Technical  Institute  of  Alamance, 

Burlington 
Transylvania  County  Public 

Library,  Brevard 
Union  County  Public  Library, 

Monroe 
Wake  Forest  University, 

Winston-Salem 
Wake  Forest  Women's  Club 
Wilkes  Community  College 
Wilson  County  Technical 

Institute 
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OUTGOING  LOANS  TO  TEMPORARY  EXHIBITIONS 


Allen  Harrill,  Six  Aligned 
Philip  Moose,  Captive  Bird 
Henry  Pearson,  Horizon  III 
Branch  Banking  and  Trust 
Company,  Raleigh 
"North  Carolina  Artists  from 
the  NCMA  Collection,"  July  1973 


John  G.  Brown,  A  Tough  Story 
Cranbrook  Academy  of  Art, 
Bloomfield  Hills,  Michigan 
"Genre,  Portrait  and  Still  Life 
Painting  in  America:  The 
Victorian  Era," 

August  26-September  30,  1973 


The  following  works  of  art 
represent  the  loan  of  a  signifi- 
cant portion  of  the  Museum's 
British  collection  to  Charlotte's 
Mint  Museum.  "British  Paintings 
from  the  Collection  of  the  North 
Carolina  Museum  of  Art"  were 
displayed  from  September  16 
through  November  25,  1973: 


Sir  William  Beechey,  The 
Oddie  Children 
John  Constable,  The  Old  Mill 
at  Suffolk 

Henry  Fuseli,  The  Three  Weird 
Sisters 


Thomas  Gainsborough,  John 
Scrimgeour 

Attributed  to  Marc  Gheeraerts, 
Lady  Arabella  Stuart 
Joseph  Highmore,  Flora 
MacDonald 

William  Hoare,  William  Pitt, 
First  Earl  of  Chatham 
John  Hoppner,  Lord  Grenville 
John  Hoppner,  Mrs.  William 
Huskisson 

Sir  Godfrey  Kneller,  The  Deer 
Hunt 

Sir  Thomas  Lawrence,  Portrait 
of  Antonio  Canova 
Sir  Thomas  Lawrence,  Sir 
Charles  Lowther 


"British  Paintings  from  the  Collection  of  the  North  Carolina  Museum  of  Art, 
at  the  Mint  Museum,  Charlotte,  fall  1973. 


Sir  Peter  Lely,  Charles  Stuart, 
Duke  of  Richmond  and  Lennox 
George  Morland,  The  Death  of 
the  Fox 

Sir  Henry  Raeburn,  Major 

General  Andrew  Hay 

Sir  Henry  Raeburn,  Thomas 

Robert,  Earl  of  Kinnoull 

Sir  Joshua  Reynolds,  Miss  Anna 

Maria  Patten 

George  Romney,  Lady  Ramsay 
George  Romney,  Elizabeth, 
Margravine  of  Anspach 
John  Ruskin,  Limestone 
Cleavages,  Talloires 
John  "Warwick"  Smith,  The  Ruins 
of  Caernarvon  Castle  from  the 
Interior 

Paul  Van  Somer,  The  Earl  of 
Devonshire  and  His  Son 
Paul  Van  Somer,  The  Countess 
of  Devonshire  and  Her  Daughter 
Sir  David  Wilkie,  Columbus  in 
the  Convent  of  La  Rabida 
Henry  Wyatt,  Portrait  of  a 
Gentleman 

Claude  Howell,  Mending  Nets; 

Beach  Umbrellas 

Saint  John's  Art  Gallery, 

Wilmington 

"Claude  Howell  Retrospective, 
1939-1943,"  October,  1973 

Joseph  Wallace  King,  Portrait 

of  Queen  Elizabeth  II 

North  Carolina  National  Bank, 

Winston-Salem 

An  exhibition  connected  with 

the  opening  of  MacWood  School 


for  Underprivileged  Children, 
October  1973 

Philip  Moose,  Captive  Bird 
Greenville  Art  Center 
"In  Honor  of  Lucy  Cherry 
Crisp,"  October  1973 

Marco  Ricci,  Shepherd  and 
Shepherdess  near  Roman  Ruins; 
Girl  at  Well  with  Roman  Ruins; 
Girl  on  a  Donkey  and  a  Young 
Man 

Institute  for  the  Arts,  Rice 
University,  Houston,  Texas 
"Gray  is  the  Color,"  October  1973 

Antonio  Canova,  Hercules  and 
Lie  has 

William  Benton  Museum  of 
Art,  University  of  Connecticut, 
Storrs 

"Rome  in  the  Eighteenth 
Century,"  October  13- 
November  18,  1973 


and  American  Academic 
Painting,"  October  21-Novem- 
ber  11,  1973 

Rembrandt  Peale,  Porthole 
Portrait  of  George  Washington 
Attributed  to  John  Ramage, 
George  Washington 
Chrysler  Museum,  Norfolk,  Virginia 
"Portraits  of  George  Washington," 
January  2-February  3,  1974 

Cypriot,  6th  Century  B.C., 

Female  Figurine 

Greek,  5th  Century  B.C., 

Standing  Female 

Greek,  4th  Century  B.C.,  Nude 

Youth 

Greek,  4th  Century  B.C., 
Standing  Aphrodite 
Columbia  Museum  of  Art,  South 
Carolina  and  traveling  itinerary 
"Classical  Art  from  Carolina 
Collections,"  February  3- 
March  3,  1974 


George  Loring  Brown,  View  on 
Smith's  Island,  Norwalk  Bay 
Robert  Hull  Fleming  Museum, 
Burlington,  Vermont  and 
traveling  itinerary 
"George  Loring  Brown  Retro- 
spective," October  15-Decem- 
ber  20,  1973 

Jehan  G.  Vibert,  Cook  and  Poultry 
Francois  de  Troy,  Venus  and  Cupid 
University  of  Kentucky  Art 
Gallery,  Lexington 
"Nineteenth  Century  European 


Josef  Albers,  Kinetic  V 
Lowe  Art  Museum,  University  of 
Miami,  Coral  Gables,  Florida 
"Less  is  More:  The  Bauhaus 
Influence  on  American  Art," 
February  7-March  10,  1974 

Harry  Bertoia,  Tree 

North  Carolina  Country  Club, 

Pinehurst 

Special  exhibition  connected  with 
the  North  Carolina  Art  Society's 
Beaux-Arts  Ball,  February  23, 
1974 
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Josef  Albers,  New  Planting; 

Multiplex  B;  Multiplex  C; 

Sanctuary;  Shrine 

St.  Andrews  Presbyterian  College, 

Laurinburg 

"Josef  Albers,"  March  8- 
March  29,  1974 

Wassily  Kandinsky,  Zunehmen 
#520 

Allentown  Art  Museum, 

Pennsylvania 

"Blue  Four  and  German 

Expressionism,"  March  9- 

April  21,  1974 

N.  C.  Wyeth,  Corn  Harvest  on 
the  Brandywine 
Greenville  County  Museum  of 
Art,  Greenville,  South  Carolina 
"N.  C.  Wyeth"  Inaugural 
Exhibition,  March  9-May  26,  1974 

Winslow  Homer,  Weaning  the  Calf 
Telfair  Academy  of  Arts  and 
Sciences,  Savannah,  Georgia 
"Winslow  Homer  Drawings  and 
Watercolors,"  March  15-May  26, 
1974 

Erich  Heckel,  Berliner 
Kanallandschaft 
Max  Liebermann,  Park  Scene 
Karl  Schmidt-Rottluff,  Still  Life 
Max  Slevogt,  Landscape  with 
Village  and  Mountains 
Hans  Thoma,  Sunset 
Birmingham  Museum  of  Art, 
Alabama 

"German  Masters  of  the 
Twentieth  Century,"  March  21- 
April  28,  1974 


Stefan  Lochner,  Saint  Jerome 
in  His  Study 

Wallraf-Richart  Museum, 
Cologne,  Germany 
"Vor  Stefan  Lochner,"  March  29- 
June  30,  1974 

Joseph  Wallace  King,  Portrait 
of  Queen  Elizabeth  II 
Moore  County  Historical 
Association,  Southern  Pines 
March  30-April  16,  1974 

Gian  Lorenzo  Bernini,  Mathilda 
of  Canossa 

Smith  College  Museum  of  Art, 
Northampton,  Massachusetts 
"Roman  Baroque  Sculpture." 
April  1-April  30,  1974 

Josef  Albers,  Homage  to  the 

Square:  Veiled 

Duncan  Stuart,  The  Sisters 

Apollinax 

Howard  Thomas,  White  Bridge 
Artrain  Southeastern  Tour:  a 
program  of  the  Michigan  Council 
for  the  Arts,  April-September  1974 

Andrew  Wyeth,  Winter  1946 
National  Museum  of  Modern 
Art,  Tokyo,  Japan  and  traveling 
itinerary 

"Andrew  Wyeth  Exhibition," 
April  5,  1974-June  30,  1974 

Francis  Speight,  Red  Clay  Street 
Pennsylvania  State  University, 
College  of  Arts  and  Architecture, 
University  Park 


"Manayunk  and  Other  Places: 
Paintings  and  Drawings  by  Francis 
Speight,"  September  8-Octo- 
ber  27,  1974 


Joe  Brown,  Pieta 

Antonio  Canova,  Hercules  and 

Lichas 

Roanoke  Fine  Arts  Center, 
Virginia 

"The  Male  Image," 

September  12-October  27,  1974 


Peter  Paul  Rubens,  Joan  of  Arc 
Rembrandt  Harmensz.  van  Rijn, 
Esther's  Feast 

Pedro  de  Camprobin,  Still  Life 
with  Fruit,  Jug,  and  Glass 
Jacob  Esselens,  Calm  Sea 
William  Keith,  View  in  the  High 
Sierras 

William  Ranney,  The  Alarm: 
First  News  of  the  Battle  of 
Lexington 

Francesco  Guardi,  Roman 
Ruins  near  the  Lagoon 
Francois  Boucher,  Venus  Rising 
from  the  Waves 
John  Hoppner,  William  Pitt 
the  Younger 

George  Morland,  The  Death  of 
the  Fox 

Egyptian,  Late  Period,  Mummy 
Case 

Salem  Fine  Arts  Center, 
Winston-Salem 

"A  Selection  from  Major  North 
Carolina  Museums,"  Septem- 
er  22-29,  1974 
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Frederick  Carl  Frieseke,  The 

Garden  Parasol 

Telfair  Academy  of  Ars  and 

Sciences,  Savannah,  Georgia  and 

traveling  itinerary 

"Frederick  Frieseke,  1874-1939," 

October  15,  1974-June  15,  1975 


Thomas  Doughty,  Early  Winter 
Pennsylvania  Academy  of  Fine 
Arts,  Philadelphia  and  traveling 
itinerary 

"Thomas  Doughty,"  October  18- 
April  7,  1974 


Ernst  L.  Kirchner,  Panama  Girls 
Museum  of  Art,  Carnegie 
Institute,  Pittsburgh,  Pennsylvania 
"Celebration,"  Octobe5  25,  1974- 
January  5,  1975 

Charles  Blauvelt,  The  German 
Emigrant  Enquiring  His  Way 
David  Blythe,  A  Match  Seller 
Christian  Mayr,  Kitchen  Ball  at 
White  Sulphur  Springs 
Whitney  Museum  of  American 
Art,  New  York 

"The  Painter's  America:  Rural 
and  Urban  Life,  1810-1910," 
September  18-November  10,  1974 


Italian,  18th  Century,  Mirror 
North  Carolina  State  University 
School  of  Design,  Raleigh 
"Reflecting  Forms  and  Reflective 
Images,"  November  13-December 
1, 1974 


George  Loring  Brown,  View 
on  Smith's  Island,  Norwalk  Bay 
Lowe  Art  Museum,  University 
of  Miami,  Coral  Gables,  Florida 
"Nineteenth  Century  American 
Topographic  Painters,"  Novem- 
ber 26,  1974-January  5,  1975 

Ralph  Albert  Blakelock,  Sunrise 
Sheldon  Memorial  Art  Gallery, 
University  of  Nebraska,  Lincoln 
and  traveling  itinerary 
"Ralph  Albert  Blakelock," 
January  1975-June  1975 

Francois  Boucher,  Venus  Rising 
from  the  Waves 

Rhode  Island  School  of  Design, 
Providence 

"Rubenism,"  January  29- 
February  28,  1975 

Hobson  Pittman,  Tulips;  Iris 
and  Carnations 
Roanoke  Fine  Arts  Center, 
Virginia 

"Plants  and  Flowers,"  February 
20-April  13,  1975 

The  following  works  of  art, 
displayed  from  March  11  through 
April  13,  1975  represent  "Master- 
pieces from  the  North  Carolina 
Museum  of  Art"  lent  to  the 
Virginia  Museum  of  Fine  Arts 
in  Richmond: 

American 

Josef  Albers,  Kinetic  V 

Harry  Bertoia,  Tree 

Lyonel  Feininger,  Green  Bridge 


Winslow  Homer,  Weaning  the  Calf 
Georgia  O'Keeffe,  Cebolla  Church 
Benjamin  West,  Venus  and  Europa 

Dutch 

Jacob  Esselens,  Calm  Sea 

Jan  Hals,  Portrait  of  a  Gentleman 

Willem  Claesz.Heda,  The  Breakfast 

Table 

Jacob  Ochtervelt,  Cavaliers  and 
Ladies 

Rembrandt  Harmensz.van  Rijn, 
Young  Man  with  a  Sword 
Rachel  Ruysch,  A  Vase  of  Flowers 
Hendrik  Terbrugghen,  Young 
Man  with  Wineglass  by 
Candlelight 

Flemish 

Anthony  van  Dyck,  Prince  Charles 
and  Prince  Rupert 
Jacob  Jordaens,  The  Holy  Family 
Joos  de  Momper,  Winter  Scene 
Peter  Paul  Rubens,  Joan  of  Arc 

German/Russian 
Alexis  Jawlensky,  Head 
Wassily  Kandinsky,  Zunehmen 
#520 

Ernst  Ludwig  Kirchner,  Young 
Shepherd  with  Flower 
Georg  Kolbe,  Kneeling  Figure 
Stefan  Lochner,  Saint  Jerome 
in  His  Study 

Emil  Nolde,  Still  Life,  Tulips 
Karl  Schmidt-Rottluff,  Still  Life 

English 

Thomas  Gainsborough,  Portrait 
of  Clement  Tudway,  Esquire 
Attributed  to  Marc  Gheeraerts, 
Lady  Arabella  Stuart 
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Sir  Thomas  Lawrence,  Sir 
Charles  Lowther 
George  Morland,  The  Death  of 
the  Fox 


French 

Pierre  Bonnard,  Interieur 
Francois  Boucher,  Landscape  with 
a  Mill  and  Ruins 
Eugene  Boudin,  L'Entree  du 
Port  de  Trouville 
Jean-Baptise  Simeon  Chardin, 
Tab/e  de  Cuisine  avec  une  Raie 
Jean-Honore  Fragonard,  Argus, 
lo,  and  Juno 

French,  Auvergne,  2nd  half  of 

12th  century,  Madonna  and  Child 

Camille  Pissarro,  Le  Pont 

St.  Sever  a  Rouen 

Marie  Elisabeth  Vigee-LeBrun, 

Portrait  of  Count  Shuvaloff 

Italian 

Bernardo  Bellotto,  View  of 
Dresden  with  the  Frauenkirche 
at  Left 

Gian  Lorenzo  Bernini,  Mathilda 
of  Canossa 

Benvenuto  Cellini,  Neptune 
Guido  Reni,  The  Virgin  Mary  and 
Christ  Child 

Sebastiano  Ricci,  The  Flight  into 
Egypt 

Veronese  (Paolo  Caliari),  The 
Baptism  of  Christ 

Spanish 

Pedro  de  Camprobin,  Still  Life 
with  Fruit,  Jug  and  Glass 
Francisco  Jose  de  Goya  y 
Lucientes,  The  Topers 


"Masterpieces  from  the  North  Carolina  Museum  of  Art"  at  the  Virginia 
Museum  of  Fine  Arts,  Richmond,  spring  1975. 
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Pedro  Orrente,  Jacob  Conjuring 
Laban's  Sheep 

Francisco  de  Zurbaran,  Still  Life 
on  Gray  Table 

Ancient/Ethnographic 

Greek,  Attic  (end  of  6th  century 

B.C.), 

Amphora 

Guatemala/Mexico  border  region, 
Mayan,  Head  vessel  representing 
"The  Old,  Old  God"  (Huechueteoti) 
Guinea,  Toma  tribe,  Mask  showing 
influence  of  Mende  and  Poro 
Buffoon  mask 

Republic  of  the  Ivory  Coast, 
Baule  tribe,  Horned  mask  for 
Goli  ceremony  (Kplekple) 
Mexico,  Colima,  Dog 
New  Guinea,  Korewori  River 
region,  Hook  figure  (Yipwon) 
New  Ireland,  Funerary  mask 
(Tatanua)  for  Malanggan  ceremony 
Peruvian,  Lambayeque,  Gold 
beaker  with  embossed  face  of  a 
deity 

Marsden  Hartley,  Indian  Fantasy 
Delaware  Art  Museum,  Wilmington 
"Avant-Garde  Paintings  and 
Sculpture  in  America,  1910-25," 
April  4-May  18,  1975 

Romare  Beardon,  Carolina  Blue 

Henry  Pearson,  Construction 

for  Jane  Hall 

Hobson  Pittman,  Tulips 

Statesville  Arts  and  Science 

Museum 

Nineteenth  Annual  Arts  Festival, 
May  1975 


George  Bellows,  Nude  with  Fan 
Benjamin  West,  Venus  and  Europa 
New  York  Cultural  Center,  New 
York 

"The  Nude  in  American  Art," 
May-June  1975 

Andrew  Wyeth,  Winter  1946 
Hickory  Museum  of  Art 
Membership  Reception 
Exhibition,  May  28,  1975 

John  G.  Brown,  Buy  a  Posy 
Lillian  Westcott  Hale,  Alice 
National  Collection  of  Fine 
Arts,  Washington,  D.  C. 
"One  Hundred  and  Fiftieth  Anni- 
versary of  the  National  Academy 
of  Design,"  June  6-September  1, 
1975 
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PUBLICATIONS 


General 

Bulletin,  North  Carolina  Museum 
of  Art:  three  issues  (Vol.  XII, 
nos.  1-4).  Contents:  nos.  1-2, 
Biennial  Report  Issue,  July  1, 
1971 -June  30,  1973,  112  pp., 
53  illus.  (34  plates,  18  text  figs.), 
col.  cover;  no.  3,  Catalogue  to  the 
Exhibition  Recent  Acquisitions, 
June  16-August  18,  1974,  79  pp., 
49  plates  (2  in  col.),  col.  cover; 
no.  4,  A  Tribute  to  Justus  Bier, 
44  pp.,  1 1  text  figs. 

Calendar,  North  Carolina  Museum 
of  Art:  sixteen  issues,  9  3/4"  x  14" 
foldout  (July,  1973,  through 
January,  1975);  five  issues, 
7"  x  7"  foldout,  (February,  1975 
through  June,  1975),  6-8  pp. 
each,  20  illus. 

Invitations  and  announcements: 
twenty-eight 

Posters:  seven 

Exhibition  Catalogues 

36th  Annual  North  Carolina 
Artists  Exhibition.  November, 
1973,  35  pp.,  14  illus.  (8  plates, 
3  text  figs.). 

Recent  Acquisitions.  June,  1974 
(see  above:  Bulletin,  Vol.  XIII, 
no.  3). 

William  C.  A.  Frerichs,  1829-1905: 
A  Retrospective  Exhibition  of 
Paintings.  September,  1974, 
57  pp.,  22  illus.  (2  in  col.,  1  text 
fig.). 


A  Selection  from  Major  North 
Carolina  Museums  (exhibition 
held  at  Salem  Fine  Arts  Center, 
Winston-Salem,  September  22-29, 
1974).  September,  1974,  12  pp., 
5  text  figs. 

37th  North  Carolina  Artists 
Exhibition.  November,  1974, 
28  pp.,  10  illus.  (6  plates,  4  text 
figs.). 

Claude  Howell:  A  Retrospective 
Exhibition  of  Paintings.  January, 
1975,  84  pp.,  71  illus.  (61  plates, 
10  text  figs.)  col.  cover. 

Ceremonial  Art  in  the  Judiac 
Tradition.  April,  1975,  92  pp., 
65  illus.  (4  in  col.),  col.  cover. 


Exhibition  Brochures 

Jacobite  Glass.  August,  1973 

Competition  prospectus,  36th 
Annual  North  Carolina  Artists 
Exhibition.  August,  1973 

Hobson  Pittman.  January,  1974 

Lace:  Real  and  Illusion.  June, 
1974 

Competition  prospectus,  37th 
Annual  North  Carolina  Artists 
Exhibition.  August,  1974 

Egyptian  Art  from  the  Permanent 
Collection.  March,  1975 


Reproductions 

11"  x  14"  color  reproductions: 

Marie  Elisabeth  Vigee-Lebrun 

Count  Shuvaloff 

Jean  B.  S.  Chardin,  Kitchen 

Table  with  a  Ray  Fish 

Francois  Boucher,  Landscape 

with  a  Mill  and  Ruins 

Camille  Pissarro,  Le  Pont  St. 

Sever  a  Rouen 

Claude  Monet,  La  Falaise 

d'Etretat 

Edgar  Degas,  Le  Repos 
Pierre  Bonnard,  Interieur 
Giottio,  detail  of  Christ  from  the 
Peruzzi  Altarpiece 
Botticelli,  Adoration  of  the  Child; 
Master  of  the  Half-Lengths,  The 
Flight  into  Egypt 
Georgia  O'Keeffe,  Cebolla 
Church 

Frederick  Carl  Frieseke,  The 
Garden  Parasol 
Bernardo  Bellotto,  View  of 
Dresden 

Wassily  Kandinsky,  Zunehmen 

Post  cards,  note  cards: 
Georgia  O'Keeffe,  Cebolla  Church 
Josef  Albers,  Centered 
Andrew  Wyeth,  Winter  1946 
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LIBRARY 


Acquisitions 

Book  Purchases  506,  gifts  72; 
periodical  subscriptions  32; 
catalogues  received  through 
museum  exchange  program  604; 
bulletins  and  calendars  received 
through  museum  exchange 
program  1263. 

Processing 

Books  catalogued  711;  books 
labeled  2,449;  catalog  cards 
filed  9,296. 

Photographic  Archives 

Negatives  processed  1,221;  color 
transparencies  132;  black  and 
white  photographs  approxi- 
Students  browse  in  the  Museum  mately  12,000;  slides 

Store  on  the  first  floor.  approximately  2,000. 


PUBLIC  INFORMATION 


News  Releases 

109  releases  prepared  for  175 
state  and  national  newspapers 
and  periodicals,  14  television 
stations,  and  150  radio  stations. 

Press  Coverage 

Approximately  16,265  column 
inches  of  newspaper  space  and 
502  photographs,  26  sets  of  tele- 
vision spot  announcements. 

Television  Appearances 

Stations  in  Raleigh,  Durham, 
Chapel  Mill,  New  Bern,  Charlotte 
and  Washington,  North  Carolina 
featured  appearances  by  NCMA 
staff. 


FINANCIAL  STATEMENT 


State  Appropriations  1973-1974 

Total  Requirements 
Less  Estimated  Receipts 
General  Fund  Appropriations 


Summary  by  Purpose: 

Administration 

Curatorial 

Exhibitions 

Education 

Publications 

Library 

Custodial 

Art  Purchase  Fund 
Totals 


Summary  by  Objects: 
Salaries  and  Wages 
Supplies  and  Materials 
Communications 
Travel  Expense 
Printing  and  Binding 
Repairs  and  Alterations 
General  Expense 
Contractual  Services 
Insurance  and  Bonding 
Equipment 

Motor  Vehicle  Purchase 

Retirement  Contributions 

Social  Security  Contributions 

Hospital  Benefits 

Salary  Continuation  Benefits 

Works  of  Art 

Totals 


Appropriations 
$734,853 
6,858 
$727,995 


$163,765 
174,385 
20,547 
74,248 
18,049 
46,892 
89,943 
147,024 


$734,853 


$403,876 
18,844 
12,721 
7,076 
6,601 
11,753 
18,500 
1,500 
20,616 
19,207 
4,611 
35,940 
19,364 
5,862 
1,358 
147,024 
$734,853 


Expenditures 
$691,366 
6,673 
$684,793 


$141,437 
162,363 
17,410 
69,028 
18,047 
46,374 
89,709 
146,998 


$691,366 


$374,256 
16,722 
11,779 
6,499 
6,440 
11,713 
16,484 
1,500 
20,616 
18,869 
4,611 
29,131 
19,360 
5,125 
1,263 
146,998 
$691,366 


Special  Fund  1973-1974 

Educational  and 
General  Purpose 
Balance  July  1 
Receipts 

Total  Balance  and 

Receipts 
Expenditures 
Balance  June  30 


Collection  Catalog 
Balance  July  1 
Receipts 

Total  Balance  and 

Receipts 
Expenditures 
Balance  June  30 

Bookshop 
Balance  July  1 
Receipts 

Total  Balance  and 

Receipts 
Expenditures 
Balance  June  30 


$15,282.63 
561.19 

15,843.82 
180.25 
$15,663.57 

$11,121.24 
206.94 

11,328.18 
.00 

$11,328.18 

$  7,848.52 
48,707.14 

56,555.66 
46,983.56 
$  9,572.10 


66 


State  Appropriations  1974-1975 

Appropriations 

Total  Requirements 

$850,315 

Less  Estimated  Receipts 

96,344 

General  Fund  Appropriation 

$753,971 

Summary  by  Purpose: 

Administration 

$485,154 

Exhibition,  Curatorial  and  Conservation  206,840 

Education,  Publication  and  Library 

158,321 

Totals 

$850,315 

Summary  by  Objects: 

Salaries  and  Wages 

$382,825 

Social  Security  Contributions 

21,976 

Retirement  Contributions 

31,583 

Hospitalization  Insurance 

6,396 

Disability  Insurance 

1,449 

Honorariums 

1,750 

Other  Contracted  Personal  Services 

3,400 

Construction  and  Repair  Supplies 

3,890 

Motor  Vehicle  Operating  Supplies 

550 

Office  Materials  and  Supplies 

3,100 

Other  Materials  and  Supplies 

7,607 

Travel 

8,847 

Communications 

12,247 

Printing  and  Binding 

28,461 

Other  Repairs  and  Maintenance 

7,501 

Moving  Expense 

724 

Clipping  Service 

250 

Other  Services 

700 

Rent  of  Equipment 

400 

Service  and  Maintenance  Contracts 

336 

Insurance  and  Bonding 

23,221 

Other  Fixed  Charges  and  Operating 

Exp.  1,654 

Office  Furniture  and  Equipment 

628 

Education  Equipment— Exhibit 

35,325 

Works  of  Art 

240,476 

Motor  Vehicles 

3,760 

Other  Equipment 

15,759 

Books 

5,500 

Totals 

$850,315 

Special  Fund  1974-1975 

Expenditures 

Education,  Publication  and 

!J>o4<i,  /  (Jo 

I  ih\rar\/ 

t-iui  cti y 

98,026 

Balance  July  1 

$15,663.57 

$744,677 

Receipts 

359.35 

Total  Balance  and 

$482  869 

Receipts 

16,022.92 

OC\A  471 
155  363 

Expenditures 

.00 

Balance  June  30 

$16,022.92 

!}>o4^,  /(Jo 

\jUllcCllVn  L/alaiOy 

DdldilGc  July  I 

>p  I  \  ,OiLO.  \  O 

<t^«0  ftOO 

Receipts 

2,464.03 

on  aor 

Total  Balance  and 

31,581 

Receipts 

13,792.21 

5,463 

Expenditures 

.00 

1,317 

Balance  June  30 

$13,792.21 

1,745 
3,250 
3,161 
492 

9  ft7fi 

0,000 
ft  RAO 

Bookshop 

Balance  July  1 

$  9,572.10 

Receipts 

45,554.97 

Total  Balance  and 

Receipts 

55,127.07 

Expenditures 

38,189.57 

Balance  June  30 

$16,937.50 

1  O  9HQ 

Oft 

National  Endowment  for  the 

7  A~7R 
1  ,4  /  0 

Arts  Grant 

70A 

Balance  July  1 

$  .00 

Receipts 

10,000.00 

Total  Balance  and 

200 

Receipts 

10,000.00 

311 

Expenditures 

4,750.00 

23,221 

Balance  June  30 

$  5,250.00 

1,654 
615 
34,586 
240,474 
3,363 
15,598 
5,489 
$842,703 


67 


Museum  docents  at  a  coffee  reception 
held  in  their  honor  October,  1974. 
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AUXILIARY  GROUPS 
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BENVENUTO  CELLINI  AND  THE  SCUOLA  FIORENTINA 


Notes  on  Florentine  sculpture  around  1550 
for  the  500th  anniversary  of  Michelangelo's  birth 

by  Charles  Davis 

. . .  se  bene  un'opera  s'accosta  al  meglio,  alia  scuola 
non  manca  mai  che  dire 

(Cellini,  Delia  architettura) 

In  1957,  the  North  Carolina  Museum  of  Art  added  to  its  collections 
a  valuable  Italian  Renaissance  sculpture,  a  small,  not  quite  ten-inch 
high  bronze  statue  of  a  Neptune  mounted  on  a  chariot  drawn 
by  two  sea  horses  (cover;  figs.  1  and  2).'  Its  design  derives 
doubtlessly  from  a  model  for  some  fine  Florentine  fountain,  and, 
in  fact,  when  the  statuette  first  came  to  the  museum,  Dr.  Valen- 
tiner  pointed  out  that  it  was  very  likely  connected  with  the 
spirited  competition  for  the  commission  to  make  the  most 
prominent  of  all  Florentine  fountains,  the  Fountain  of  Neptune, 
which  now  stands  in  one  corner  of  the  Piazza  della  Signoria,  the 
square  that  forms  the  civic  center  of  Florence  (fig.  3). 2  By 
the  end  of  1560,  the  then  ruling  Duke  Cosimo  I  awarded  the 
commission  for  the  fountain  to  the  sculptor-architect, 
Bartolomeo  Ammannati.3  But  among  the  five  contenders 
there  numbered  Benvenuto  Cellini,4  who,  next  to  Michelangelo, 
is  the  best  known  of  all  Renaissance  sculptors.  Cellini  owes  his 
fame  primarily  to  his  picaresque  Autobiography,  which,  since 
its  initial  publication  in  the  eighteenth  century,  has  been  reprinted 
again  and  again  in  countless  editions  and  translations. 

(The  photographs  by  Luigi  Artini  for  figures  7,  9,  12,  13a,  13b,  14-16  were  made 
new  for  this  article  and  have  not  been  previously  published.) 


Fig.  1    Bronze  statuette  of  Neptune,  attributed  to  Benvenuto 
Cellini  (1500-1571)  by  W.  R.  Valentiner,  ca.  1560.  Raleigh, 
North  Carolina  Museum  of  Art.  Gift  of  Mr.  and  Mrs.  Arthur 
Levy,  Jr.,  Raleigh;  GL.57.11.2.  (Photo:  North  Carolina  Museum 
of  Art) 
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Fig.  3    Bartolomeo  Ammannati  (1511- 
1592),  Neptune  Fountain,  Statue 
of  Neptune,  begun  1560.  Florence, 
Piazza  della  Signoria.  (Photo:  Alinari, 
44232) 


Fig.  2  Cellini,  Neptune.  North  Carolina  Museum  of  Art. 
(Photo:  North  Carolina  Museum  of  Art) 
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Now  it  so  happens  that  the  bronze  Neptune  in  Raleigh  can 
lay  a  strong  claim  to  Cellini's  authorship,5  although  it  may  be 
noted  that  independent  bronze  statuettes  from  Cellini's  hand 
are  exceedingly  rare — so  rare,  in  fact,  that  there  is  a  real  question 
if  any  have  survived  or  have  been  correctly  identified.6  None- 
theless, Cellini's  name,  which  he  so  successfully  promoted  through 
his  account  of  his  own  life,  has  proved  fatally  attractive  to 
connoisseurs  of  small  bronzes,  and  over  the  years  even  wholly 
spurious  attributions  have  been  legion.  The  Raleigh  bronze 
does  not  belong  to  that  category,  but  it  is  ironic  that  such  uncer- 
tainty surrounds  Cellini's  activity  as  a  maker  of  small  bronzes, 
for  there  is  no  lack  of  comparative  material,  and,  indeed,  Cellini 
occupies  a  central  position  in  the  history  of  the  sixteenth-century 
Florentine  bronze  statuette.7 

On  both  counts,  we  must  turn  to  the  marble  base  of  Cellini's 
over  life-size  Perseus,  which  stands  across  the  Piazza  della 
Signoria  from  Ammannati's  Neptune  (fig.  4). 8  There,  for  over 
four  centuries,  the  bronze  figures  of  Danae  with  her  young  son 
Perseus,  of  Perseus's  father,  Jupiter,  and  of  his  benefactors, 
Minerva  and  Mercury,  stood  in  their  intricately  carved  niches. 
The  four  outsize  statuettes,  it  is  true,  stretched  the  limits  of  how 
large  a  statuette  can  legitimately  be.  Moreover,  their  subordinate, 
fixed  position  in  the  base  niches  was  contrary  to  the  freestanding 
character  and  intimacy  customarily  associated  with  genuine 
statuettes.  But,  despite  these  reservations,  the  bronzes  of  the 
Perseus  base  set  an  example  for  the  small  bronze  that  was 
impossible  to  ignore  in  Florence,  and  even  today  they  set  a 
standard  against  which  every  attribution  of  a  small  bronze  to 
Cellini  must  be  tested. 

Not  so  long  ago,  however,  Cellini's  four  famous  bronzes 
disappeared  from  their  outdoor  location  in  the  Perseus  base. 
Quite  recently  they  reappeared  in  the  Museo  Nazionale  del 
Bargello,  the  sculpture  museum  of  Florence,  when  the  new 
Sala  di  Michelangelo  was  inaugurated  there  to  commemorate 
the  500th  anniversary  of  Michelangelo's  birth.9  The  Bargello's 
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Fig.  5    The  Sa la  di  Michelangelo  seen 
from  Daniele  da  Volterra's  bust  of 
Michelangelo  (Fig.  8).  Left  to  right: 
Michelangelo,  the  Pitti  tondo;  Jacopo 
Sansovino,  Bacchus;  Michelangelo, 
Apollo;  Michelangelo,  Bacchus.  (Photo: 
Gabinetto  Fotografico-Sopr.  Gallerie- 
Florence,  230-207) 


four  Michelangelos,  the  Bacchus,  the  Brutus,  the  Pitti  Tondo, 
and  the  unfinished  Apollo,  of  course,  form  the  center  of  this  new 
permanent  installation  on  the  ground  floor  of  the  museum 
(fig.  5).  Along  with  these  masterpieces  are  exhibited,  besides 
Cellini's  bronzes,  many  small  contemporary  replicas  of  Michel- 
angelo's sculptures,  as  well  as  larger  statues  by  sculptors  of  the 
time  who  shared  his  artistic  concerns  or  who  were  simply  inspired 
by  the  challenge  his  art  presented.  Among  the  sculptors  repre- 
sented are  Michelangelo's  disciple,  Daniele  da  Volterra,  and  his 
close  follower,  the  Perugian,  Vincenzo  Danti,  and  the  Florentines, 
Baccio  Bandinelli,  Vincenzo  de'  Rossi,  Jacopo  Sansovino,  and 
Bartolomeo  Ammannati,  as  well  as  the  Fleming,  Giovanni 
Bologna. 


Fig.  7    The  Sala  di  Michelangelo  seen 
from  Cellini's  bust  of  Cosimo  I  (Fig.  6). 
Left  to  right:  Cellini,  Bronze  Perseus 
model;  Vincenzo  de'  Rossi,  Adonis; 
Bandinelli,  Adam  and  Eve;  Cellini, 
Mercury;  Ammannati,  Tomb  of  Mario 
Nari;  Cellini,  Danae  and  Perseus;  Cellini, 
Apollo;  Vincenzo  Danti,  Triumph  of 
Honor  over  Falsehood;  Cellini,  Perseus 
and  Andromeda  relief;  Cellini,  Jupiter. 
Florence,  Bargello.  (Photo:  Luigi  Artini, 
4680) 


Most  of  these  sculptors  worked  for  the  Florentine  Duke, 
Cosimo  I,  whose  colossal  bronze  bust  by  Cellini,  at  one  end  of 
the  room,  casts  a  cold  gaze  over  the  works  assembled  before  him 
(figs.  6  and  7).  Cosimo's  presence  in  the  newly  installed  room,  in 
fact,  rivals  that  of  Michelangelo,  who  is  represented  in  Volterra's 
smaller  bust  (fig.  8). 10  But,  though  Michelangelo  always  main- 
tained correct  relations  with  Cosimo,  his  sympathies  lay  with  the 
republican  cause  in  Florence,  not  with  the  Medicean  party. 
Indeed,  the  half-hidden  presence  of  one  of  the  Medici  dwarfs  in 
the  right  corner  of  Danti's  large  bronze  relief  of  Moses  and  the 
Brazen  Serpent,"  which  faces  Cosimo,  symbolizes  unwittingly 
the  Medici  oligarchy  Michelangelo  detested  (fig.  9).  So  it  is  fitting 
that  Danti's  relief  completely  screens  off  the  bust  of  the  artistic 
giant  to  whom  the  room  is  dedicated  from  the  colossal,  almost 
oppressive  bust  of  Cosimo  I  that  stands  against  the  same  wall. 
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Fig.  6    Benvenuto  Cellini,  Colossal 
bronze  bust  of  Duke  Cosimo  I, 
1545-1547.  Florence,  Bargello,  Sala 
di  Michelangelo.  (Photo:  Sopr. 
Gallerie,  146-446) 


Fig.  9    Vincenzo  Danti  (1530-1576),  Bronze  relief  of  Moses  Fig.  8    Daniele  da  Volterra  (ca.  1509-1566),  Bronze 

and  the  Brazen  Serpent,  ca.  1559.  Detail:  Dwarf.  Florence,  bust  of  Michelangelo,  ca.  1564.  Florence,  Bargello, 

Bargello,  Sala  di  Michelangelo.  (Photo:  Luigi  Artini,  4695)  Sala  di  Michelangelo.  (Photo:  Anderson,  8564) 
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Nonetheless,  when  Cellini  returned  to  Florence  from  France 
in  1545,  he  had  no  choice  but  to  seek  the  patronage  of  the  ducal 
court,  and  his  energies  were  largely  spent  in  stratagems  designed 
to  win  the  favor,  or  even  just  to  gain  the  attention,  of  Cosimo 
and  his  wife,  the  Duchess  Eleonora  di  Toledo.12  Cellini's  bust 
of  Cosimo,  his  marble  Apollo  and  Hyacinth,  and  his  Narcissus 
all  fall  into  this  category  (figs.  6,  10,  and  11),  and  Cellini's  six 
other  works  included  in  the  new  installation  were  part  of  the  one 
public  commission  he  succeeded  in  securing  from  the  Medici — his 
Persus  in  the  Piazza  della  Signoria  (fig.  4).  Cellini  is 
represented  in  the  Sala  di  Michelangelo  by  nine  works,  far 
outnumbering  those  of  any  other  sculptor,  and  besides  there 
are  three  or  more  Cellinis  elsewhere  in  the  museum.13  As  a 
consequence  of  bringing  the  bronzes  from  the  Perseus  base 
into  the  Bargello,  far  and  away  the  largest  part  of  Cellini's 
authentic  sculpture — thirteen  of  his  nearly  twenty  surviving 
works — is  housed  under  one  roof  in  the  Bargello,  which  now 
affords  an  unparalleled  opportunity  to  study  in  a  permanent, 
nearly  monographic  exhibition  of  Cellini's  work. 

If  Cellini's  presence  in  the  Sala  di  Michelangelo  is 
established  initially  by  sheer  numbers,  it  is  sustained  by  the 
brilliance  of  the  newly  cleaned  bronzes  from  the  Perseus  base. 
Owing  to  the  removal  of  these  bronzes,  the  Perseus  monument 
in  the  Piazza  is  left  in  an  incomplete  state,  but,  in  recompense, 
we  see  them  now  lined  up,  messi  in  fila,  in  Cellini's  words,  as 
the  Duke  and  Duchess  saw  them  when  they  visited  Cellini's 
studio  before  the  statuettes  were  first  put  in  place  in  the  Piazza 
(fig.  12). 14  The  impression,  the  bellissimo  vedere,  that  they 
made  on  the  ducal  couple  led  the  Duchess  to  oppose  the  plan 
to  put  the  statuettes  in  the  marble  Perseus  base  that  Cellini  had 
designed  for  them,  since  there  they  would  be  exposed  to  the 
elements  and  to  every  accident  of  fate.  Far  better,  she  argued,  to 
display  them  in  her  private  chambers  in  the  Ducal  Palace,  the 
present-day  Palazzo  Vecchio.  But  Cellini  pleaded  that  his  works 
be  put  on  public  view,  and,  in  the  end,  his  wishes  prevailed.15 
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Fig.  10    Benvenuto  Cellini,  Apollo 
and  Hyacinth,  1546-after  1560. 
Florence,  Bargello,  Sala  di  Michel- 
angelo. (Photo:  Sopr.  Gallerie,  230-208) 
Left  to  right:  Cellini,  Apollo;  Cellini, 
Bust  of  Cosimo  I;  Danti,  Honor  over 
Falsehood;  Giovanni  Bologna,  Triumph 
of  Florence  over  Pisa;  Danti,  Bronze 
relief  of  Moses  and  the  Brazen  Serpent. 
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rig.  11    Benvenuto  Cellini,  Narcissus,  1548-before 
565.  Florence,  Bargello,  Sala  di  Michelangelo. 
Photo:  Sopr.  Gallerie,  230-190) 


Fig.  12    View  of  Cellini's  bronzes  from 
the  base  of  the  Perseus  in  the  Sala  di 
Michelangelo.  Left  to  right:  Mercury, 
Danae  and  Perseus,  Apollo  and  Hyacinth 
(marble),  Minerva,  Perseus  and  Androm- 
eda relief,  Jupiter.  (Photo:  Luigi  Artini, 
4688) 


In  the  new  Bargello  exhibition,  however,  Cellini's  bronze  statues 
have  been,  as  it  were,  transported  from  the  piazza  to  the 
drawing  room,  and  the  shift  in  locale  has  been  accompanied  by 
a  shift  in  genre.  The  four  bronzes,  no  longer  the  subsidiary 
ornaments  of  the  socle  of  an  over  life-size  public  statue,  are 
returned  to  the  genre  of  the  small  bronze — their  size  presents 
no  true  obstacle — and  now  we  see  them  close  by,  from  an 
intimate  point  of  view,  and  freely  from  every  side  (figs.  12,  13a, 
13b,  14,  15,  and  16). 


Fig.  13a    Cellini,  Mercury.  Formerly  in  the  base  of  Cellini's 

Perseus  in  the  Piazza  della  Signoria;  now  Florence,  Bargello,  Fig.  13b  Cellini,  Mercury.  Florence,  Bargello 
Sala  di  Michelangelo.  (Photo:  Luigi  Artini,  4689)  Luigi  Artini,  4691) 
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Fig.  14    Cellini,  Danae  and  Perseus.  Florence,  Bargello.  Fig.  15    Cellini,  Jupiter.  Florence,  Bargello.  (Photo:  Luigi 

(Photo:  Luigi  Artini,  4692)  Artini,  4693) 
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Fig.  16    Cellini,  Relief  of  Perseus 
rescuing  Andromeda  (detail).  Formerly 
beneath  the  base  of  Cellini's  Perseus 
in  the  Piazza  della  Signoria;  now 
Florence,  Bargello.  (Photo:  Luigi 
Artini,  4694) 


Like  all  the  sculptors  present  in  the  Sala  di  Michelangelo, 
Cellini  was  profoundly  affected  by  the  example  of  Michelangelo's 
art.  But  unlike  an  artist  such  as  Baccio  Bandinelli,16  Cellini's 
admiration  for  his  great  compatriot  was  untinged  by  envy  or 
jealousy.  During  his  youth,  Cellini  reports,  he  emulated 
Michelangelo's  style,  his  bella  maniera,  drawing  after  Michel- 
angelo's cartoon  for  the  Battle  of  Cascina  and  in  the  Sistine 
Chapel.17  Cellini  never  mentions  Michelangelo's  name  in  his 
writings  without  praising  him.  We  read  time  and  again  of  "our 
great  Michelangelo,"  and  of  "the  wondrous  Michelangelo,"  of 
il  nostro  gran  Michelangelo,  il  mirabil  Michelangelo. 18  The 
"divine"  and  the  "marvelous,"  il  divino  and  il  maraviglioso, 
acquire,  through  repetition,  an  epithetical  value.19  Michel- 
angelo surpasses  the  ancients,  his  capacity  to  work  marble  is 
unmatched,  he  is  the  great  artist  of  all  times.20  But  what  so 
completely  conquered  Cellini's  admiration  emerges  at  the  end 
of  a  fragmentary  treatise  Cellini  wrote  concerning  the  funda- 
mentals of  his  art,  Sopra  i  principi  e  7  tnodo  d'imparare 
I'Arte  del  Disegno,  in  which  he  outlines  the  essential  elements  of 
artistic  anatomy.21  It  is  Michelangelo's  perfect  mastery  of  the 
secrets  of  representing  the  movements  of  the  nude  human  figure, 
the  quintessence  of  disegno.  In  Cellini's  view,  Michelangelo's 
perfect  understanding  of  the  skeletal  construction  formed  the 
foundation  for  his  elevated  "anatomies,"  for  his  grand  style, 
what  Cellini  calls  his  aha  maniera,  which,  he  perceived,  was  so 
different  from  that  practiced  by  all  other  artists  past  and  present. 
Thus  Cellini  recommends  the  study  of  anatomy,  the  very  founda- 
tion of  Michelangelo's  greatness,  to  the  youths  of  the  Florentine 
school,  who  will  seek  perfection  in  their  art.22 

Cellini's  awareness  of  the  separate  identity  of  the  local 
school  of  artists — he  terms  it  the  Scuola  Jiorentina — was  no 
doubt  sharpened  by  his  long  experience  outside  the  city,  and 
even  outside  Italy,  for  he  passed  five  years  in  the  service  of 
the  King  of  France.  Thus  he  had  experienced  directly  the  enviable 
reputation  Florentine  artists  enjoyed  far  and  wide,  and  so  he 
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writes  of  questa  mirabile  e  virtuoso  Scuola.  Nobilissima,  he 
calls  her,  divinissima,  eccellentissima,  arnica  della  verita  e  del 
bene!23.  He  writes  often  of  the  Florentine  school,  and  with 
pride,  but  also  with  an  almost  modern  self-consciousness  and  a 
sense  for  its  corporate  character.  What  Cellini  has  in  mind 
when  he  speaks  of  the  Scuola  fiorentina  is,  however,  something 
quite  independent  of  the  formally  organized  Florentine  Accademia 
del  Disegno.  Cellini  regarded  the  latter  group  with  suspicion 
and,  perhaps  not  without  reason,  as  the  instrument  of  the 
ambitions  of  Vasari  and  Don  Vincenzo  Borghini,  the  Prior  of 
the  Innocenti,  who  played  a  leading  role  in  the  artistic  life  of 
the  city.  The  real  basis  for  Cellini's  Scuola  fiorentina  lay  in  its 
remarkable  attainments.  Thus  he  confidently,  and  with 
complete  accuracy,  describes  it  as  la  maggiore  scuola  del  mondo, 
the  greatest  school  in  the  world,  today  without  equal,  oggi  unica 
al  mondo.24  Just  as  surely  as  marble  was  quarried  in  Carrara, 
sculpture  was  carved  in  Florence. 

When  Cellini  returned  to  Florence  from  France  in  1545, 
his  foremost  desire  was  to  demonstrate  his  talents  and  the  merits 
of  his  art  to  his  colleagues  in  his  native  city.  They  formed,  so  to 
speak,  his  first  public,  and  they  were  quick  to  decry  the  works 
put  before  them.  In  the  broadest  sense,  the  school  included  not 
only  artists,  but  informed  literati  and  amateurs  of  art  as  well. 
The  critical  judgements  of  both  are  preserved  in  sonnets 
composed  when  important  works  of  art  were  first  exposed  to 
public  view.25  For  instance,  Cellini  takes  note  of  verses  written 
on  the  unveiling  of  Michelangelo's  New  Sacristy,  of  Bandinelli's 
Hercules  and  Cacus,  and  of  his  own  Perseus  (fig.  4). 26  In 
time,  this  tradition  of  occasional  poetry  produced  collections 
in  printed  form;  an  early  example  is  the  Composizioni  di  diversi 
autori  in  lode  del  Ratto  della  Sabina  scolpito  in  marmo 
dall ' eccellentissimo  maestro  Giovanni  Bologna,  a  booklet  of 
poems  in  praise  of  Giovanni  Bologna's  marble  group  of  the 
abduction  of  a  Sabine  maiden,  written  when  the  work  was 
unveiled  in  the  Piazza  della  Signoria  in  1583.  Although  Cellini 
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often  sharpens  his  knives  on  his  fellow  artists  in  his  pointed 
verses,  many  of  them  belong  to  the  same  genre  of  occasional 
criticism  as  the  poems  written  in  praise  of  Giovanni  Bologna's 
Sabine.  Nonetheless,  a  part  of  Cellini's  poetry  reflects  his 
displeasure  at  what  he  considered  the  inadequate  reception 
he  received  at  the  hands  of  his  colleagues.  But  it  is  worth 
remembering  that  Vasari,  for  one,  faults,  not  Cellini's  art,  but 
his  fiery  temperament  and  difficult,  often  querulous  character.27 
Indeed,  the  artists  of  Florence  were  as  willing  to  condemn 
the  misdeeds  of  their  fellows  as  to  point  out  the  demerits  of 
their  works.  As  soon  as  Baccio  Bandinelli's  colossal  Hercules 
and  Cacus  group  in  the  Piazza  della  Signoria  was  displayed, 
it  was  assailed  from  every  quarter  by  poetic  insults,  by  mille 
sonetti  in  vitupero.1%  Bandinelli's  colossus  had  its  defects, 
to  be  sure,  but  equally  important  in  Cellini's  weighing  of  the 
case  was  that  Bandinelli  had  dared  take  over  a  marble  block 
quarried  for  the  divine  Michelangelo.  And,  where  Michelangelo 
would  have  carved  from  it  four  figures,  a  group  of  Samson 
battling  the  Philistines,  Bandinelli  succeeded  in  extracting  only 
two.  For  this  reason  the  scuola  years  later  still  denounced  the 
abuse  Bandinelli  had  perpetrated  on  so  promising  a  block  of 
marble,  la  virtuoso  scuola  ancora  grida  del  gran  tor  to  che  sifece 
a  quel  bel  marmo.29  There  was  a  certain  justice  in  the  general 
indignation  over  Bandinelli's  behavior,  since  Michelangelo's 
greatness  became  increasingly  the  obvious  cornerstone  of  the 
worldwide  fame  of  Florentine  artists  and  of  their  claims  to 
distinction. 


By  1550,  or  earlier,  Michelangelo  was,  to  all  effects,  the  dean  of 
Florentine  artists,  and,  until  his  death  in  1564,  he  often  found 
himself  involved  in  their  affairs.  But,  for  the  thirty  years  following 
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his  definitive  move  to  Rome  in  1534,  he  was  absent  from  his 
native  city.  This  was  a  fundamental,  perhaps  the  fundamental, 
fact  of  Florentine  artistic  life  at  mid-century.  Thus  when  Vasari 
painted,  in  1559  or  thereabout,30  the  mural  of  Cosimo  I 
surrounded  by  his  court  artists  in  the  Palazzo  Vecchio  in 
Florence,  Michelangelo  is  conspiciously,  but  accurately,  absent 
(figs.  17  and  18).31  Among  the  artists  present,  however,  are 
Cellini,  immediately  behind  the  Duke  and  to  his  left  (figs.  18, 
No.  9;  and  19),  and  several  other  leading  artists  of  the  city.32 
Some  of  them  figure  among  the  sculptors  represented  in  the 
Sala  di  Michelangelo — Bandinelli,  Ammannati,  and  Tribolo 
(figs.  17;  18,  Nos.  8,  11,  3;  20,  and  21) — and  there  are  two  other 
artists  who  were  architects  and  woodcarvers  as  well  as  sculptors, 
Nanni  Unghero  and  Giambattista  del  Tasso  (figs.  17  and  18, 
Nos.  6,  2).33 

There  is  no  doubt  that  Michelangelo's  absence  was  felt 
acutely.  It  was  as  if  the  vital  center  of  the  whole  enterprise  was 
missing,  and  the  artists  and  their  prince  knew  it.  No  fewer  than 
four  of  the  artists  portrayed  by  Vasari  attempted  to  arrange 
Michelangelo's  return.  Vasari,  himself,  whose  self-portrait  is  at 
the  bottom  of  his  assembly  of  Florentine  artists  (figs.  17  and  18, 
No.  5),  tried,  with  the  Duke's  backing,  more  than  once.  And,  of 
the  artists  grouped  around  the  Duke  (figs.  17  and  18,  Nos.  11,  3,  9), 
Ammannati  and  Tribolo,  as  well  as  Cellini,  made  similar  efforts 
without  success.  Cellini,  the  Duke  promised,  could  tempt  him 
with  a  seat  on  the  Quarantotto,  the  Senate  of  the  Forty-eight, 
instituted  by  the  Medici  in  the  reforms  of  1532.  But  despite  this 
and  countless  other  offers  Cellini  made  in  the  Duke's  name, 
Michelangelo  was  not  moved.  He  begged-off,  answering  that  he 
had  to  stay  in  Rome  to  oversee  the  building  of  the  new  St.  Peter's, 
and  he  showed  open  skepticism  in  the  face  of  the  glowing  picture 
Cellini  painted  of  Cosimo's  reign,  steadfastly  turning  aside  all 
the  entreaties  of  his  Florentine  admirers.34 
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<3  Fig.  17    Giorgio  Vasari  (1511-1574),  Ceiling  mural  of  Cosimo  I 
and  His  Artists,  ca.  1559.  Florence,  Palazzo  Vecchio,  Sala 
di  Cosimo  I.  (Photo:  Alinari,  4461) 


A  Fig.  18    Diagram  of  the  portraits  in  Vasari,  Cosimo  and  His 
Artists  (Fig.  17).  After  Eugene  Plon,  Benvenuto  Cellini, 
Paris,  1883.  (Photo:  Kunsthistorisches  Institut  in  Florenz) 
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Fig.  19    Portraits  of  Baccio  Bandinelli  and  Benvenuto  Cellini. 
Detail  of  Vasari,  Cosimo  and  His  Artists  (Fig.  17).  (Photo: 
Alinari,  4461b) 


Fig.  20  Portrait  of  Bartolomeo  Ammannati.  Detail  of  Vasari, 
Cosimo  and  His  Artists  (Fig.  17).  (Photo:  Alinari,  4461a) 
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Fig.  21    Engraving  of  a  portrait  of  Benvenuto 
Cellini.  From  Serie  di  ritratti  di  uomini  illustri 
toscani,  Florence,  1776.  (Photo:  Kunsthistor- 
isches  Institut  in  Florenz) 
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The  same  view  of  Michelangelo's  importance  for  the  Florentine 
school  held  by  Cosimo  and  by  his  artists  is  advanced  in  a  literary 
text  dating  from  the  middle  of  the  century.  This  text  provides  an 
invaluable  contemporary  assessment  of  the  Florentine  school  at 
mid-century,  just  at  the  moment  when  Cellini  was  one  of  its 
principal  exponents,  and  it  enunciates  the  proposition  that 
Cellini  and  his  fellows  owe  their  world  primacy  to  Michelangelo, 
who  has  opened  their  eyes  to  the  true  nature  of  the  art  of 
sculpture.  Curiously,  this  historical  document  has  long  been 
forgotten;  yet  it  is  of  considerable  interest  for  the  study  of 
sixteenth-century  Italian  sculpture.  Apart  from  Vasari's  Lives 
of  the  Artists,  first  printed  in  1550  as  a  monument  to  Michel- 
angelo, there  are  few  contemporary  testimonies  that  afford  an 
inside  view  of  the  condition  of  Florentine  sculpture  and,  at  the 
same  time,  set  this  view  into  the  perspective  of  history.  Thus  the 
following  remarks  will  focus  on  this  forgotten  account. 

The  text  occurs  in  the  first  book  of  Cosimo  Bartoli's 
Ragionamenti  accademici,  which  was  published  in  Venice  in 
1567  but  written  in  Florence  many  years  before  around  1550 
(fig.  22). 35  Bartoli's  Ragionamenti  is  composed  of  five 
dialogues,  each  constituting  a  book.  In  the  first  the  participants 
are  three:  Angelo  della  Stufa,  a  Florentine  patrician;  Vincenzo 
Martelli,36  a  Florentine  republican  partisan  who  had  spent  time 
in  exile  at  Salerno,  Naples,  and  Rome,  and  in  Sicily  and  Spain; 
and  Bartoli  himself,  a  native  Florentine  as  well,  who  is  best 
remembered  as  the  translator  of  Leone  Battista  Alberti's  three 
treatises  on  painting,  sculpture,  and  architecture.  As  the  first 
dialogue  opens  Bartoli  and  his  friends  are  off  to  see  a  statue  of 
Neptune  that  Bartoli  has  commissioned.  Along  the  way  the 
three  converse,  touching  on  many  and  varied  subjects — the 
characteristics  of  local  building  stones,  the  Doric  order,  Medici 
cartouches,  kneeling  windows,  the  affairs  of  the  Accademia 
Fiorentina,  the  restoration  of  two  marble  antique  statues,  and 
on  and  on,  until  Angelo  della  Stufa  broaches  yet  another  topic. 
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The  art  of  sculpture,  he  observes,  has  at  present  attained  to  a 
state  of  perfection  that,  at  least  in  his  opinion,  is  no  less  perfect 
than  that  which  it  had  reached  at  the  time  of  the  ancient  Romans. 
It  is  true  enough,  rejoins  Bartoli,  that  even  aside  from  mature, 
established  sculptors,  like  Bandinelli  and  Cellini,  there  are  a 
number  of  accomplished  young  sculptors  in  Florence,  who,  were 
they  supported  as  were  the  sculptors  of  ancient  Rome,  could 
indeed,  in  no  time  at  all,  bestow  on  Florence  a  greatness  and 
fame  to  match  the  grandeur  with  which  sculpture  invested  Rome 
in  antiquity.  But,  except  for  the  sculptors  who  work  for  Duke 
Cosimo,  there  is  precious  little  for  a  sculptor  to  do  in  Florence 
these  days.  Elsewhere  they  earn  well,  and  that  is  why  they  are  not 
to  be  found  in  Florence  but  scattered  all  over  the  world.  Bartoli's 
two  friends  voice  their  agreement,  and  the  three  set  about 
enumerating  the  native  artists  then  employed  outside  the  city. 
Florentine  sculptors  are  at  work  in  Rome,  in  Naples,  in  Sicily, 
France,  and  Poland,  and  besides  there  are  all  the  works  of  Jacopo 
Sansovino  in  Venice  and  those  of  Montorsoli  in  Genoa  to  take 
into  account. 

The  far-flung  dissemination  of  Florentine  sculptors  was, 
naturally,  a  testimony  to  the  high  repute  in  which  they  were  held, 
and  Messer  Angelo  della  Stufa  reiterates  his  initial  belief  that 
sculpture  has  arrived  at  the  peak  of  perfection,  Io  credo  certo 
che  la  cosa  della  Scultura  sia  hoggi  in  colmo.  At  this  point  Bartoli 
drops  his  feigned  reservations.  "And  who  would  doubt  it,"  he 
agrees,  adding  in  evidence  the  marvelous  accomplishments  of 
Florentine  wood-carvers  and  the  instance  of  two  very  young 
sculptors  who  have,  miraculously,  succeeded  in  carving  extraordi- 
nary marble  statues  without  resorting  to  preparatory  models 
larger  than  a  third  of  a  braccio,  that  is,  just  under  eight  inches. 
Then  Bartoli  draws  the  discussion  to  a  close  with  the  observation 
that  the  progress  the  art  of  sculpture  has  made  is  all  thanks  to 
Michelangelo,  tutto  merce  di  Michelangelo,  who  has  opened  the 
eyes  of  the  present  age  so  that  there  is  no  longer  any  reason  to 
envy  the  achievements  of  ancient  sculptors. 
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Bartoli's  actual  words  are  reproduced  in  figure  23,  but  in 
several  respects  what  he  says  deserves  a  closer  examination.37 

Some  features  of  the  image  Bartoli  draws  of  Florentine 
sculpture  will  doubtlessly  strike  a  familiar  chord  in  readers  of 
Vasari's  Lives  of  the  Artists  (1st  ed.,  1550;  2nd  ed.,  1568),  not 
too  surprisingly  perhaps,  since  the  two  men  were  friends,  and 
since  Bartoli  helped  out  in  gathering  material  for  Vasari's 
artistic  biographies.38  Still  one  must  not  lose  sight  of  the  fact 
that  the  two  men  were  writing  at  the  same  time.  Consequently 
Bartoli's  view  of  the  affairs  of  Florentine  sculpture  is  really 
entirely  independent  of  Vasari's  printed  work,  and  it  deserves  an 
independent  hearing.  Bartoli  takes  a  far  keener  interest  in  the 
fortunes  of  the  art  of  sculpture  than  does  Vasari,  who,  after  all, 
was  first  a  painter  and  then  an  architect. 

One  often  overlooked  circumstance  that  Bartoli  underlines 
through  his  remarks  is  the  scarcity  of  opportunities  for  a  sculptor 
in  the  first  decade  or  so  of  Cosimo's  reign,  which  began  in  1537. 
It  seems  that  private  patronage  had  nearly  dried  up,  and,  in  fact, 
the  Duke's  concerns  were  directed  in  these  years  more  towards 
building  fortifications  than  to  commissioning  public  ornaments.39 
(In  this  context,  Cellini's  constant  efforts  to  gain  favor  with  the 
Duke  become  more  comprehensible,  and  one  sees  more  clearly 
his  good  fortune  in  securing  the  commission  for  his  bronze 
Perseus.)  Vasari,  in  his  attempt  to  weave  a  self-perpetuating 
image  of  Cosimo's  munificence,  neglects  the  sober,  topical 
reality  that  transpires  with  so  much  immediacy  in  Bartoli's 
written  conversations.  Historians  are  too  much  in  the  habit  of 
thinking  of  sculptors  working  happily  along  creating  the 
Renaissance,  then  perhaps  mannerism,  or  the  baroque,  and  taking 
the  external  conditions  that  sustained  their  activity  far  too  much 
for  granted.  This,  needless  to  say,  is  an  unrealistic  view.  A 
sculpture  is  an  expensive,  time-consuming  undertaking.  Bartoli's 
observations,  directly  addressed  to  this  point,  can  exercise  a 
salutary  influence. 
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HAGIONAMENTI  ACCADEMICI 


M.  ^4.    Io  credo  che  la  S  cult  lira 
certo  non  pa  hoggi  in  manco perfe-^ione.  cbc  ella  fifufje  a  tempi  de  I\o- 
mani  .    M.C.     Jo  nonfo  queslo ,  via  fo  bene  ,chc  olire  al  Caualicr 
^cTncHo  Ba"ri'neH°  >  &  Benucnuto  Cellini ,  cbe  fono  di  ctd ,  che  egli  ci  i  una 
Benuenu-  forlc  ^  Giouani  Fiorentini  t  cbc  fono  talmemc  efercitdti  in  qucfli  tempi 
to  Cellini  J/J  quefla  arte  ,cbe  fcgli  no  baueffero  per  oggelto  quelle  riccbe^c 

qucgli  buomini  chebaucuanoiu  quel  tempo  gli  Stat tiarij  F^omani  yihc 
rtoi  iicdrcmmo  in  Irene  tempo  cofe  cccelleniifSime  ,  cjrgrandi ,  cbc  da. 
rebbcroforfe  non  meno  fatna  a  Fircn^c ,  cbc  fi  faceffcro  Ic  cofc  antic  be 
a  I\om.x  .-Manoinon  fiamo  tali  cbc  pofiiamo  }ancor  cbc  quefla  arte  ci 
dilctti ,  tfattencre  cofi  falt'nnacflri ,  &chc  cid  fia  ilucro  tuedetc  cbc 
de  noflrifcnltori  nc  fono  hoggi  per  tutto  il  Ttiomlo ,  &  particular  mente 
guadagnano  ajjai  per  tntta  Italia  :  done  qui  in  Fircn^e  non  bannocbi 
glipojjatrattcncrcfa'no pero  cbe  qnegli  cbc  lauorano  pcrfua  Fccellcn- 
%ia.    M.  V.  Troppo  ditc  il  ncro ,  cbc  io  in  I\oma ,  in  Tr  ipoli ,  &  in 
yrarKcfco  Sicilia ,  bo  trouati  viohi  di  cofi  fatti  maeflri  3  lafciando  fare  che  in 
bifouino.  Vcnc\ir^FrantcfcQ  'Sav.pov.i:i^  &in  Ccnona  Tilaejlro Cioiunn  angelo , 
Glouann'  jjamo  fattc  & •fanno  ancora  cofe  motto  bonorate  &  degnc.    M.  C. 
angelo.    jyoppo  dtircre/lc  auolcr  rac couture  tutti  fimihartefici ,  per  che  cine 

fono  &  in  Francia3  &  in  Craconia ,  che  hanno  molto  maggior  fema . 
&fanuo  motto  maggiori  guadagnichenon  fappiamonoi  altri  a  Fircn- 
7£  .    74.  *A  lo  credo  cerlo  cbc  la  ccfa  delta  Scultura  fia  hoggi  in  col- 
mo.    M.  C.    Chine  fid  in  dubbio?  T^on  uedete  uoiotcrcallc  mora 
uiglioji  cofe  che  hanno  fattc  di  legnami  il  Taffo  &  il  Crocino  ncllc  qtoc 
Toppe  delle  Calec  &  di  Andrea  Dori.i ,      del  noflro  Duca,  cbe  fe- 
condo  mc  fono  fate  eccellentiffimc ;  qnelcbc  ogni  giorno  lauorando 
di  legname  faccino  conti  nouamcntc  quafila  maggior  parte  de  legna- 
iuoli  da  Fircn^e  ,        oltre  a  queslo  Francefco  di  hlatteo  fabbro  Francefco 
gfotianc  di  diciannone  anni      haituto  a)  dire  di  metterf:  a  fare  una  Hi  Micceo 
(latua  di  mar  mo  diuno  ^Adone  ,  &  Sanii  delta  Cammill.i  fratello  di  ^bbro. 
Francefco  fcultore  nonhauendo  forniti  ancora  diciafcttc  anni ,  ?j£-  bd  jjCl'uU- 
fatta  una  di  una  Ventre,  £uno<&-  I'altro  fen^a  far  viodello  wag-  \Jr 
giore  ,  cbc  d\  tin  tcv^o  di  braccio  ;  cbc  fono  amendue  riufcitc  tali 
che  fanno  jlupire  }  &  maranigliarc  qnalunclk  Ic  yedc  <"  &  non  slo 
niente  in  dubbio  che  elk  fono  cofi  fattc }  ch~e  da  cintgianta  anni  a' 
dietro  non  U  barebbero  fapute  condurre  tali }  qitci  macHri  che  ha- 
ucjjcro  attefo  alia  arte  quaranta  o  cinquanta  anni ;  &  tutto  mcr~ 
ci  di  Trfuhcl an?tclo  che  ha  aperti  gli  occbi  a  qncfld  eta  di  ma  - 
tiiera  y  che  bora  viai  per  molti  non  ft  hd  pin  hutklia  a  gli  ^inii~ 
chi. 
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<  Fig.  23    Cosimo  Bartoli  on  mid-cinque- 
cento  Florentine  sculpture.  From 
Ragionamenti  accademici,  pages  19b-20a. 
For  "Francesco  Sansovino"  read  "Jacopo 
Sansovino." 


Bartoli  and  his  companions  are  quick  to  point  to  the 
double-sided  effect  of  the  decline  in  artistic  commissions  avail- 
able. Florence  is  deprived  of  her  sculptors  and  the  works  they 
might  create  to  increase  her  magnificence  and  fame,  but  the 
world  benefits  as  her  artists  travel  the  length  and  breadth  of 
the  continent  in  search  of  opportunities  to  employ  their  talents. 
The  scattering  of  central  Italian  artists  throughout  Italy  and 
beyond  in  the  second  quarter  of  the  sixteenth  century  is  usually 
attributed  to  the  Sack  of  Rome  by  the  troops  of  Charles  V  in 
1527,  but,  in  the  light  of  Bartoli's  report,  it  becomes  apparent 
that  the  famous  Sack  is  but  one  aspect  of  a  more  complex 
situation. 

Bartoli's  thumbnail  sketch  of  the  affairs  of  the  Scuola 
fiorentina  is  also  of  considerable  interest  simply  from  the  point 
of  view  of  the  sculptors  he  mentions.  For  a  few  of  them,  his 
notices  contain  valuable  new  information.  The  first  artists  he 
names,  Bandinelli,  Cellini,  Ammannati,  Jacopo  Sansovino,  and 
Montorsoli  are  all  rather  well  known.  All  are  represented  in  the 
new  Sala  di  Michelangelo  except  for  the  last  named,  Montorsoli.40 

Montorsoli's  absence  there  is  to  be  regretted  since  he  was 
an  especially  close  follower  of  Michelangelo,  but  examples  of 
his  remarkable  and  sometimes  underestimated  work  are  to  be 
found  elsewhere  in  Florence  at  S.  Lorenzo,  at  the  SS.  Annunziata, 
and  at  S.  Spirito.41  In  any  event,  Montorsoli  epitomizes 
Bartoli's  theme.  He  obtained  most  of  his  large  commissions 
outside  of  Tuscany,  in  Rome,  Genoa,  Naples,  Sicily,  and 
Bologna.42  When  he  was  young,  Montorsoli  travelled  up  and 
down  the  map  of  Italy,  even  reaching  as  far  as  Paris  in  search 
of  employment  at  the  French  court.  Figure  24,  a  beautiful  and 
original  relief  Montorsoli  made  for  the  Neapolitan  tomb  of  the 
poet  Jacopo  Sannazaro,  a  work  that  won  the  admiration  of  the 
Genoese  before  being  shipped  to  Naples,  shows  an  elegant  side 
of  Montorsoli's  art  that  is  not  to  be  seen  in  Florence,  or 
perhaps  anywhere  else  in  Italy  outside  Sicily.43 
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Fig.  24    Giovan  Antonio  Montorsoli 
(ca.  1507-1563),  Scene  in  a  Littoral 
Arcadia,  ca.  1538-1539.  Marble  relief 
on  the  tomb  of  Jacopo  Sannazaro. 
Naples,  S.  Maria  del  Parto.  (Photo: 
Author). 


Jacopo  Sansovino's  path,  too,  led  him  away  from  Florence. 
But,  unmarked  by  the  sudden  turns  that  marked  Montorsoli's, 
it  led,  in  essence,  straight  to  Venice,  where,  in  little  less  than  a 
quarter  century  of  uninterrupted  permanence,  Sansovino 
established  a  school  of  sculpture — Vasari  calls  it  a  veritable 
seminario  of  sculptors — that  determined  the  course  of  Venetian 
sculpture  for  decades.44  But,  despite  his  long  employment  in 
the  service  of  the  Venetian  serenissima,  Sansovino  still  proclaimed 
his  allegiance  to  his  native  city  and  to  the  standard  of  sculpture 
it  had  created.  To  this  testify  the  signatures  of  so  many  of  his 
Venetian  statues,  IACOBVS  SANSOVINVS  FLORENTINVS 
(fig.  i.e.:  25).45 

While  the  first  group  of  artists  that  Bartoli  mentions  are 
familiar  enough,  the  second,  those  he  names  to  demonstrate  the 
new  level  of  accomplishment  sculpture  has  attained,  border  on 
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Fig.  25    Jacopo  Sansovino  (1486-1570), 
Bronze  statuette  of  St.  Mark,  completed  by 
1553.  Signed:  IACOBVS  SANSOVINVS 
FLORENTINVS.  Venice,  S.  Marco. 
(Photo:  Alinari,  38709) 
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Fig.  26    Washed  drawing  of  a  Medici 
Galley.  From  the  "Vasari"  Sketchbook 
London,  Soane  Museum.  (Photo: 
Courtauld  Institute  of  Art) 


obscurity.  One,  in  fact,  is  nearly  unknown.  Bartoli,  however, 
was  not  one  to  leave  the  careers  of  his  proteges  to  chance,46 
and  we  may  doubtlessly  detect  the  publicist  at  work  in  what  he 
writes,  especially  in  the  case  of  two  very  young  artists  he  describes. 
But  owing  to  just  this  aspect  of  his  writing,  Bartoli  records  details 
that  other  sources  neglect. 

At  the  start,  Bartoli  cites  the  wonderful  wood  carvings 
Battista  del  Tasso  and  Crocino  had  made  to  decorate  the  sterns 
of  Florentine  and  Genoese  galleys.  These  perishable  works  have 
not  survived,  but,  though  they  are  recorded,  it  has  not  been 
known  that  Crocino  worked  on  them.47  Figure  26  shows  a 
slightly  later  Medici  galley  in  a  drawing  from  Vasari's  studio.48 
Tasso,  it  may  be  remembered,  was  represented  in  Vasari's 
painting  of  Duke  Cosimo  and  his  artists,  where  he  holds  the 
wooden  model  for  the  Loggia  of  the  Mercato  Nuovo  in  Florence, 
the  work  for  which  he  is  best  remembered  (fig.  17  and  18,  No.  2).4S 
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>  Fig.  27    Battista  del  Tasso  (1500-1555), 
Statue  niche,  ca.  1548.  Florence, 
Mercato  Nuovo.  (Photo:  Alinari, 
2460) 

VFig.  28  Battista  del  Tasso,  Portal  of 
the  church  of  S.  Romolo  (destroyed), 
ca.  1550.  Formerly  Florence,  Piazza  della 
Signoria.  From  Ferdinando  Ruggieri, 
Studio  d'architettura  civile,  Florence, 
1722.  (Photo:  Kunsthistorisches 
Institute  in  Florenz) 


Tasso,  a  friend  and  traveling  companion  of  Cellini  in  his 
youth,50  was,  however,  no  friend  of  Vasari,  who  accused  him 
of  being  not  an  architect  at  all,  but  a  simple  carpenter.51  In 
truth,  something  of  Tasso's  long  practice  as  a  woodworker  is 
evident  in  the  statue  niches  of  the  Mercato  Nuovo  (fig.  27)  and 
in  the  bizarre  ornaments  he  contrived  for  the  portal  of  the  church 
of  S.  Romolo  that  once  faced  onto  the  Piazza  della  Signoria,  a 
design  that  we  can  still  know  through  an  eighteenth-century 
engraving  (fig.  28;  cf.  figs.  29  and  30). 52  Of  Tasso's  son-in-law 
and  collaborator,  Antonio  di  Romolo,  called  il  Crocino,  much 
less  is  known,  but  it  seems  that  the  two  men  were  entrusted  with 
the  carving  of  Michelangelo's  designs  for  the  ceiling  and  the 
bookstalls  of  the  Laurentian  Library,  which  were  completed 
during  the  reign  of  Cosimo  (figs.  29  and  30).53 


Fig.  29    Ceiling  of  the  Laurentian  Library,  carved  by  Battista 
del  Tasso,  Crocino,  and  Carota  on  the  design  of  Michel- 
angelo, ca.  1550.  Florence,  S.  Lorenzo.  From  Giuseppe  Rossi, 
La  Libreria  Mediceo-Laurenziana,  Florence,  1755.  (Photo: 
Kunsthistorisches  Institut  in  Florenz) 


Fig.  30    Battista  del  Tasso  and  Crocino, 
Bookstalls  in  the  Laurentian  Library, 
c.  1550.  Florence,  S.  Lorenzo.  (Photo: 
Alinari,  1915) 


Then  Bartoli  turns  to  Santi  della  Cammilla,  who  from  at 
least  as  early  as  1572  worked  in  Poland  where  he  was  better 
known  as  Santi  Gucci  and  where  examples  of  his  work  survive.54 
The  statue  of  Venus  that  Bartoli  describes  is  not  otherwise 
recorded,  and  the  report  that  Santi  is  seventeen  years  old  permits 
his  birth  to  be  placed  around  1535,  nearly  twenty  years  earlier 
than  is  usually  stated.  Bartoli's  interest  in  Santi  doubtlessly 
stems  from  the  fact  that  he  was  the  younger  half  brother  of 
Francesco  Camilliani,55  a  student  of  Bandinelli  and  a  sculptor 
whose  career  Bartoli  fostered  at  many  turns.56  Bartoli  provided 
the  iconographical  program  for  a  multi-figured  fountain,  now 
in  Palermo,  which  Camilliani  made  for  the  Florence  garden  of 
Don  Pedro  di  Toledo,  the  father  of  Cosimo's  wife,  Eleonora  di 
Toledo  (fig.  31).57  An  immense  undertaking  begun  around 
1550,  it  took  fifteen  years  to  complete58  and  was  by  far  the 
largest  fountain  complex  in  sixteenth-century  Florence.59 
Indeed,  its  removal  from  the  city  distorts  the  history  of  the 
Florentine  fountain.  In  addition,  Bartoli  commissioned  Camilliani 
to  carve  a  fountain  of  Venus  and  one  of  Neptune  for  Giambattista 
Ricasoli's  surburban  house  in  Florence.60  And  he  elaborately 
describes  these  lost  projects  in  the  Ragionamenti  accademici, 
along  with  a  caryatid  and  a  herm  he  designed  for  Francesco  to 
carve  for  the  main  portal  of  the  house.61  Both  descriptions  help 
fill  out  our  picture  of  Camilliani,  who,  though  a  secondary 
figure,  is  too  little  known  given  the  importance  of  his  fountains, 
the  number  of  works  he  executed,  and  the  number  of  years  he 
worked  in  Florence. 

The  last  artist  Bartoli  mentions,  Francesco  di  Matteo 
fabbro,  must  be  counted  as  a  virtual  unknown.  He  is  a  stranger 
to  biographical  dictionaries  of  artists.  From  Bartoli  we  learn  his 
name,  Francesco,  that  he  was  the  son  of  Matteo,  a  smith  by 
trade,  that  he  was  born  shortly  after  1530,  and  that  he  has  dared 
make  a  marble  statue  of  Adonis  from  a  model  rather  less  than  a 
foot  high.  The  only  other  place  that  a  Francesco  di  Matteo  fabbro 
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appears  is,  curiously,  in  Cellini's  Autobiography,  where  he  crosses 
the  stage  first,  briefly,  as  Cellini's  helper  on  the  Perseus,  and  then, 
just  as  briefly,  as  an  agent  provocateur  of  Bandinelli,  or  at  least 
as  such  in  Cellini's  eyes.  Cellini  refers  to  Francesco's  maestro 
as  Baccio  Bandinelli,  and  thus  he  supplies  a  valuable  clue  in  filling 
out  his  identity.62  From  the  context  in  which  Bartoli  mentions 
him,  we  may  guess  that  he  also  worked  for  Francesco  Camilliani, 
also  a  product  of  Bandinelli's  school.  Francesco  di  Matteo's 
Adonis  is  at  present  lost,  but,  in  time,  more  concerning  this 
sculptor  may  come  to  light.  Nevertheless,  through  Bartoli's 
eulogy,  he  joins  the  ranks  of  artists  whose  names  are  known  but 
whose  works  remain  to  be  recognized,  those  shadow  figures  who 
crowd  the  wings  of  the  history  of  Renaissance  sculpture  and 
make  its  telling  so  uncertain. 


<3  Fig.  31    Francesco  Camilliani  (before 
1530-1586),  Herms  from  the  fountain 
for  the  Giardino  of  Don  Pedro  di  Toledo 
in  Florence,  ca.  1550-1565.  Presently 
Palermo,  Piazza  Pretoria.  (Photo: 
Kunsthistorisches  Institut  in  Florenz, 
Neg.  399) 


Francesco  di  Matteo's  marble  Adonis  and  the  statue  of  the  other 
youth  Bartoli  describes,  Santi  della  Cammilla's  Venus,  have  both 
turned  out  so  well  that  they  make  a  breathtaking  impression. 
Both  testify  to  the  wonderful  progress  of  sculpture.  In  a 
previous  generation  such  works  from  mere  beginners  would  have 
been  unthinkable.  To  Bartoli  and  his  friends  it  is  all  due  to 
Michelangelo,  and  because  of  him  the  present  generation  need 
not  envy  the  sculptors  of  the  ancients.  The  same  sentiment  is 
echoed  in  another  text  Bartoli  wrote.  It,  too,  treats  the  sculptors 
of  his  day.  Like  his  Ragionamenti  accademici,  it  is  little  read, 
and  has,  I  think,  attracted  no  attention  in  modern  times.  Bartoli 
published  his  Italian  translation,  the  first,  of  Alberti's  Latin 
treatise,  De  Statua,  in  his  Opuscoli  morali  di  Leon  Battista 
Alberti  (Venice,  1568).  The  translation,  though  criticized  by 
modern  commentators,  63  served  as  the  basis  for  all  translations 
of  Alberti's  treatise  into  other  modern  languages  until  quite 
recently.  Bartoli  was  proud  of  his  labors,  and  he  prefaced  his 
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translation  with  a  new  dedication  of  his  own,  a  brief  statement 
that  described  the  value  of  Alberti's  teachings  and  the  progress 
of  the  art  of  sculpture.  This  dedication  has  disappeared  from 
most  later  editions  of  Bartoli's  translation.  Consequently  it  is 
difficult  to  come  by,  and  thus  the  brief  text  is  reprinted  below 
in  an  appendix.64 

Bartoli  addresses  his  dedication  to  the  Florentine  sculptor, 
Bartolomeo  Ammannati,  and  in  it  he  sets  forth  once  more  his 
view  of  the  history  of  Florentine  sculpture.  Here  in  nuce  is 
the  same  historical  conception  we  find  elaborated  in  Vasari's 
Lives  of  the  Artists,65  but  since  it  has  already  been  set  forth 
in  precisely  the  passage  from  the  Ragionamenti  accademici  that 
we  have  been  considering,  Bartoli's  succinct  account  of  the 
development  of  Florentine  sculpture  contained  in  his  dedication 
to  Alberti's  Delia  statua  cannot  be  considered  derivative.  Instead, 
it  permits  us  to  see  that  Vasari's  ideas  reflect  those  of  his 
contemporaries  and  were,  perhaps,  even  widely  shared.  Sculpture 
in  Italy,  Bartoli  maintains,  had  been  destroyed  by  the  inundation 
of  barbarians  from  the  North.  Alberti,  by  providing  reliable 
precepts,  was  instrumental  in  reviving  the  art.  And,  after  his 
time,  the  story  of  sculpture  can  be  told  in  terms  of  the  wonderful 
progress  that  had  been  made  over  the  years.  Thus,  at  present, 
"we  have  no  need  to  envy  those  so  much  admired  statues  of  the 
most  celebrated  sculptors  of  the  antient  Romans."66  The 
proof,  of  course,  lies  in  what  has  been  achieved  by  Florentine 
sculptors,  and  as  witnesses  to  what  he  says  Bartoli  summons  the 
principal  works  of  the  Florentine  school  displayed  publicly  in  the 
great  civic  square  of  Florence,  the  Piazza  della  Signoria,  against 
the  backdrop  of  the  royal  palace  of  their  Highnesses,  now  the 
Palazzo  Vecchio,  but  then  the  Palazzo  Ducale.  The  statues  are 
those  we  still  see  in  this  Renaissance  theater  of  sculpture: 
Donatello's  Judith  and  Holofernes,  Michelangelo's  colossal 
David,  Bandinelli's  Hercules  and  Cacus,  Cellini's  Perseus,  with  its 
ornaments,  con  i  lodatissimi  suoi  adornamenti,  and  Ammannati's 
marble  giant  Neptune,  the  work  which  occasions  Bartoli's  dedicati 


40 


As  each  new  generation  vied  to  place  its  statues  in  the  square, 
it  unfolded  the  history  of  Florentine  sculpture.  Cellini's  intense 
desire  to  gain  the  commission  for  the  Neptune  fountain  reflects 
not  only  his  thirst  for  glory  but  also  a  clear  awareness  that  here 
was  the  prime  arena  in  which  the  Florentine  school  displayed 
its  talents.67  Again  and  again  Cellini  writes  with  pride  of  his 
Perseus  which,  standing  in  the  Piazza  between  the  marvelous 
works  of  Donatello  and  Michelangelo,  68  attempts  to  rise  to 
their  challenge.  These  two  giants,  Michelangelo  and  Donatello, 
are  the  greatest  of  sculptors;  it  is  they  who  rescued  sculpture  from 
its  ashes,  they  who  surpassed  the  ancients.69  And,  like  Bartoli, 
Cellini  sees  the  statues  in  the  Piazza  as  a  tangible  epitome  of  the 
attainments  of  the  Florentine  school.  And  so  he  hopes  to  gain 
the  Neptune  commission  to  have  a  second  chance  at  the  center 
stage.  The  more  so  because  here  his  art  could  perform  its  highest 
civic  task:  Cellini  believed  that  ultimately  a  sculptor  should 
create  his  statues  for  the  glory  of  his  prince  and  the  magnificence, 
the  vago  ornamento,  of  his  city.70 

Of  course,  as  Bandinelli  had  learned,  obtaining  a  coveted 
commission  for  a  statue  in  the  Piazza  carried  with  it  risks;  when 
Cellini  unveiled  his  Perseus,  he  expected  a  few  jabs,  qualche 
punzecchiata,  from  his  peers,  because,  in  his  words,  alia  scuola 
non  manca  mai  che  dire,  the  school  is  never  at  a  loss  for  some- 
thing to  say,  even  if  a  work  comes  close  to  true  excellence.71 
Works  unveiled  in  the  Piazza  constituted  additions  to  the  most 
public  precinct  of  the  city,  and  they  were,  according  to  their 
merits,  jeered  or  acclaimed  by  the  citizenry  and  by  artists  and 
cognoscenti.  This  ephemeral  form  of  criticism  occasionally  found 
a  certain  permanence  when  sonnets  composed  on  these  occasions 
were  collected  together  and  printed.  An  illustration  in  one  such 
collection,  printed  in  1583  for  Giovanni  Bologna's  Sabine,  shows 
the  Piazza  lined  on  two  sides  with  the  masterpieces  of  sculpture 
the  school  had  placed  there  (fig.  32).  Surely  it  was  this  magnificent 
spectacle  of  so  many  statues  so  publicly  displayed  that  led  one 
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Fig.  32    Woodcut  of  the  Piazza  della  Signoria 
with  indications  of  the  principal  statues.  From 
Composizioni  in  lode  del  Ratio  della  Sabina 
scolpita  in  marmo  dall'eccellentissimo  maestro 
Gio.  Bologna,  Florence,  1583.  (Photo:  Kunsthis- 
torisches  Institut  in  Florenz) 
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of  the  sonnet  writers  to  christen  his  native  city  the  new  Athens.7 
The  conceit,  but  more  so  the  sight,  would,  I  believe,  have 
warmed  the  heart  of  Cosimo  Bartoli,  now  ten  years  dead,  but 
who  looked  as  much  to  the  future  as  to  the  past,  who  held  such 
high  hopes  for  the  giovani  Fiorentini  of  his  day,  and  who,  with 
Alberti  as  his  mentor,  sought,  in  this  most  noble  art,  "to  incite 
them  to  joyn  diligent  practice  with  the  observation  of  sure  and 
unerring  Rules."73 
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Appendix  I  The  following  text  is  Cosimo  Bartoli's  dedication  of  his  Italian 

translation  of  Alberti's  Latin  treatise  on  statuary.  Bartoli's  dedication 
was  first  printed  in  his  Opuscoli  morali  di  Leon  Battista  Alberti,  Venice, 
1568.  To  it  is  appended  John  Evelyn's  translation,  which  he  included 
along  with  his  translation,  Alberti's  Of  Statues,  in  his  translation  of 
Roland  Freart,  A  Parallel  of  the  Antient  Architecture  with  the  Modern, 
published  in  London  in  1664. 


Cosimo  Bartoli  al  Virtuoso  Bartolomeo  Ammannati, 
Architettore,  e  Scultore  Eccellentissimo. 

Io  so  bene,  virtuosissimo  mio  Messer  Bartolomeo,  che  a 
voi  che  oggi  siete  eccellentissimo,  ed  esercitatissimo,  e 
nell'architettura  e  nella  scultura,  non  fa  mestiero  degli 
ammaestramenti,  che  della  statua  diede  ne'  tempi  suoi  il 
giudiziosissimo  Leon  Batista  Alberti.  Ma  io  ho  giudicato  che 
non  vi  abbi  a  dispiacere,  che  tali  ammastramenti  vengono 
indiritti  a  voi,  come  a  ottimo  giudice  del  bello  ingegnb  del 
Leonbatista,  il  quale  in  quei  tempi,  ne'  quali  si  aveva  nulla  o 
poco  notizia  della  scultura,  per  essersi  in  Italia  annichilate, 
anzi  affatto  spente,  mediante  le  inondazioni  de'  Barbari,  quasi 
tutte  le  buone  arte  e  discipline,  si  ingegnb  con  il  purgatissimo 
suo  giudizio,  di  aprire  una  strada  facile  e  sicura  a'  giovani  che 
inesperti  si  dilettavano  di  questa  nobilissima  arte,  e  di  svegliarli 
a  bene  operare  in  essa  con  regole  ferme  e  stabili.  Forse  buona 
cagione,  che  in  processo  di  tempo  si  avesse  in  detta  arte  a  fare 
progressi  tali,  quali  si  veggono  essersi  fatti.  Poiche  in  questo 
nostro  Secolo  non  si  ha  ad  avere  invidia  alle  bellissime  statue 
de'  lodatissimi  Scultori  antichi  Romani,  come  gia  dimostrb  il 
nostro  Donato,  e  non  molti  anni  sono  ha  dimostro  il  sempre 
divino  Michel  Agnolo  Buonaroti,  e  dopo  lui  Baccio  Bandinelli, 
Benvenuto  Cellini,  ed  ultimamenti  voi.  In  maneria  che  oltre 
alle  molte  altre  statue,  che  di  tutti  voi  si  ritruovano,  si  veggono 
non  senza  gran  maraviglia  degli  uomini,  in  su  la  piazza  del 
regale  palazzo  di  loro  altezze,  la  bellissima  Giuditta,  il 
maravigliosissimo  colosso  del  Davitte,  il  robustissimo  e  fiero 
Ercole,  il  maestrevolissimo  Perseo  con  i  lodatissimi  suoi 
adornamenti,  ed  il  vostro  piu  di  tutti  gli  altri  grandissimo 
Nettuno,  cavato  insieme  con  le  altre  tre  statue  con  si  maestrevole 
arte  in  di  uno  solo  stesso  pezzo  di  marmo,  che  non  solo  fanno 
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maravigliare  chi  attentamente  gli  riguarda,  ma  rimanere  quasi 
che  stupidi,  considerando  l'ingegno,  l'arte,  l'industria,  la 
diligenza,  l'amore,  e  la  non  mai  lodata  abbastanza  maestria 
di  tutti  voi  altri.  Contentatevi  adunque  che  questi  tali 
ammaestramenti,  qualunque  ei  si  siano  da  dover  pure  essere 
utili  alia  inesperta  gioventu,  eschino  sotto  nome  vostro  dalle 
tenebre,  e  venghino  in  luce,  e  ricordatevi  di  amare  come  solete 
gli  amici  vostri,  infra  i  quali  non  mi  reputo  io  pero  il  minimo. 
State  sano. 


COSIMO  BARTOLI 
To  the  most  excellent  Architect,  and  Sculptor 
Bartolomeo  Ammanti. 

Although  I  am  perfectly  assur'd  (my  most  ingenious  Bartolomeo) 
that  you,  who  are  so  universally  accomplish'd,  and  in  particu- 
lar, so  skilful,  and  well  versed  in  Architecture  and  Sculpture, 
have  no  need  of  these  Rules  and  Precepts,  which  the  most 
judicious  Leon  Baptist  Alberti  has  publish'd  concerning  Statues; 
Yet  I  easily  perswaded  my  self  that  this  address  of  them  to 
You,  would  not  be  a  thing  unacceptable,  as  being  to  a  Person 
so  well  able  to  judg  of  that  rare  fancy,  and  incomparable 
worth  of  the  said  Leon  Baptista,  who  in  a  time  wherein  little  or 
nothing  of  Sculpture  was  known  (all  good  Arts  and  Sciences 
being  then  in  a  manner  annihiliated  and  wholly  extinct 
throughout  Italy,  by  reason  of  the  many  inundations  of  Bar- 
barians) imploy'd  the  utmost  of  his  abilities  to  open  an  easy 
and  secure  way  for  our  Youth,  who  though  unexperienc'd 
themselves,  delighted  in  this  most  noble  Art;  and  to  incite 
them  to  joyn  diligent  practice,  with  the  observation  of  sure  and 
unerring  Rules. 

No  wonder  therefore,  if  from  that  time  forward  such  wonder- 
ful Progress  has  been  made  in  this  Art,  as  had  brought  it  to 
that  perfection  wherein  it  is  seen  flourishing  at  this  day:  So  as 
in  this  Age  of  ours,  we  have  no  need  to  envy  those  so  much 
admired  Statues  of  the  most  celebrated  Sculptors  of  the  Antient 
Romans,  when  we  shall  well  consider  what  has  been  perform'd 
by  our  Countryman  Donato,  and  not  many  years  since,  the 
Divine,  Michael  Angelo  Buonaroti,  as  after  him,  by  Baccio 
Bandinelli,  Benvenuto  Cellini,  and  lastly,  by  Your  Self; 
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whereof,  that  I  may  produce  some  Instances  (besides  those 
many  Statues  which  are  extant  of  all  your  hands)  proclaiming 
your  singular  merits  to  the  admiration  of  all  men,  there  are 
to  be  seen  in  the  Piazza  of  their  Highnesses  royal  Palace, 
the  most  beautiful  Judith;  the  most  stupendious  Colosso  of 
David,  the  robust  and  fierce  Hercules;  the  most  masterly 
handl'd  Perseus,  together  with  all  his  rare  and  curious  adorn- 
ments; and  which  is  indeed  the  greatest  of  all  the  rest,  Your 
own  Neptune,  with  the  other  three  Statues  accompanying  it, 
cut  out  of  one  intire  piece  of  Marble,  and  fram'd  with  so 
magisterial  a  height  of  Art,  as  not  only  produces  wonder  in 
all  that  attentively  behold  it;  but  does  as  it  were  wholly 
astonish  them  to  contemplate  the  Ingenuity,  the  Science;  the 
Industry,  the  Diligence,  the  Affection,  and  in  fine  the  never  to 
be  sufficiently  celebrated  Skill  of  the  Artists.  Vouchsafe  there- 
fore that  these  (however  impolish'd)  Instructions,  so  much 
conducing  to  the  information  of  unexperienc'd  Youth,  be 
recommended  to  the  publick  view  under  Your  Name  and 
Protection:  And  as  it  has  ever  been  your  Custom  heretofore, 
Love  you  Friends,  amongst  whom  I  conjure  You  to  esteem  me 
none  of  the  least. 

Farewell 


47 


Appendix  II  Bartoli's  description  of  a  herm  and  a  caryatid  he  designed  to  be 

carved  by  Francesco  Camillani  for  the  portal  of  the  house  of  Giambattista 
Ricasoli  in  Florence  in  the  Ragionamenti  accademici  pp.  2b-3b  is 
reproduced  on  the  following  pages.  The  design  was  not  put  into  effect, 
but  shortly  thereafter,  for  the  fountain  of  Don  Pedro  di  Toledo, 
Camilliani  carved  a  number  of  similar  herms,  doubtlessly  once  again 
according  to  Bartoli's  detailed  prescriptions  (see  fig.  31).  Bartoli's  account 
of  his  conception  offers  a  number  of  insights  into  the  significance  attached 
to  such  half-architectural,  half-sculptural  figures  by  their  makers,  and  it 
touches  on  the  essentials  of  rustic  effects  in  architecture  and  sculpture. 
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7>l.  C.  lo  bauetta  ordinate)  cbc  alia 
porta  fifahfleddl  piano  delta  flradacontrcfcagliom,  ma  talmente  baf. 
ft  cbe  nan  arriuauano  a  tin  quarto  di  braccio  Ctmoy&per  flipiti  poi  to 
Franclfco  flKCiiafare  a  Franccfco  ScuUore  duoi  termini  ciafcuno  diloro  in  una  pie 
Sculrore.  ^         ^  yraCcja  j      [tw^t  fel  &  mc^o  

M.  C.  Jo  uidiffi cbebautua  difegnato  cbc  France fco  [culture  caiujji'm 

quelle  due  pic tre  quaft  di  me^o  rilieuo  o put ,  dtioi  termini, acrid fer- 

nijjinopcr  la  pane  dinan^idegli  (tipiti dclla  porta .    TnUJt*  Fdteiti- 

li  amenduoi  mafcbit  ofeminc  ?    Tti.  C.  Eccoci  in  fit  la  lurla  ab  7>1. 

v4gnolo.    7rl.\A.  lo  dico  da  ucro  ccrto ,  &  nonpcrbitrli ,  percbe  io 

fo  cbe  qucfliuoflriduc  termini  non  far  anno flati  difegnati feu^a  fignifi- 

cato itale uiconofco .    74.  C.  Horftt  io  r.t hauetta  difegnato  unma- 

fcbio&ttna  fcvunaybouuiiocontento}    7>1.V,  Horcbe  dtrete  qui 

74.  ^Agr.olo  ?    7*1.  iA.  Dico  cbe  74.  Cofimo  non  tni  inganna  d t  nicnie, 

fhe  femprcjoho  conofcititoper perjona  conftderata  &  accorta . 

74. C.  Deb  M.^dgnolononpiuper  uoflrafedc .    Ttl.^A.  lo  (on  con* 

Unto ,  via  ditemi  da  uero  baiteuano  fignificato  alcuno  qitesli  termini  ? 

74.  C.  Haitettano  ,perciotbe per  il  mafebio  io  bauetta  ordinato  cbe  egll 

facejje  un  torfo  con  mujeoli  alquanto  roT^i  &  groJJiy  quaft  cbe  di  uno 

Contandino  y  &  In  tejla  medefnnammtc  uolcita  io  cbe  baiufje  dcllo  ais~ 

Jlero ,  del  bi^arro ,  &  del  fantaflico ,  fcr.^a piaccuolc^zz  alcana . 

Trl.^i.  EtilrcQoi    74. C.  DallacorporatHraingiulofaccttalafcia* 

re  quaft  ibe  dif.tffo  ro^o  ,  fcoprcndolifolatncntC  gin  a  biflo  prcjjb  al 

nodcllo  j  ipiedi  ynel  qua  I  luogo  io  baucua  ordinate  cbc  fufje  una  legatn 

ray  cbt '  gliferraffe  fire  tt  anient  c  congittuti  infieme  y  talcbe  per  la  pre- 

fente  legatura  >  &  per  quella  delle  breccia ,  cbc  di  dietro  ad  tin  tron-  TcrmTn  c 

cone  erano  jconciarnente  legate  ,  &  dire  a  queflo  per  ilpefo  cbe  egli  Comc 

reggcua  con  la  tefla ,  non  bauendo  ellaft  come  to  tti  dijji  pitnto  del  pia~  l°' 

teuole  ypareua  quaft  cbe fdcgr.ofo ,  dimo[Wafje  non  mancopcrgli  cccbi 

lo  fdegnOy  cbe  ft  faceffe per  la  bocca  con  il  digrignare  dc  denti  lafli^ra. 

Tti.  V.  Qtteflo  era  un  far  ucnir  ttoglia  a  cbigiugncua  a  cotc{lapjrtaydi 

tndarft  con  Dioypoi  cbe  in  [it  la  prima  giunta  m  piacetta  fare  una  Sta- 

iita  j  cbe  moslrafie  altnti  coft  flranio  moftaccio  ?  io  jo  pure  cbe  7tlor.fi  - 

gnore  2  cortcfc  &  cbe  egliba  piaccre  y  di  effcrc  tti  fit  at  o ,  &  di  trattc- 

ucregli  amicifnoi  3  perdonatcmi  Tti.  Coftnio  fe  ei  tiale  a  dire  iluero  uoi 

von  tic  ne  intendeui .    Til.  A.  Deb  7>LVinccn<io  lafciatelo  finir  di  dire 
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come  baucua  ad  ejjerfatlo  lo  altro  tcrmiue,  cbe  ci  dird  dipoipiaiculo- 

liil fignificato  dclimo  ,  &  dcllo  altro,  Seguitatc  di  gratia  7)1.  Cofmv. 

TiUC.  lo  altro  tcrminc  uoleua  to  cbc  fufjc  tm  cvrpo  di  una,  fcmmina  ...f  . 

violtodclicatamentcfin'no.lkiancluoUoycbc  incitajjetbumcbc  ptfi  diuTtU 
faua  a  rallegrarji ,  &  cbe  con  l una  dclle  mm  alalia fopra  dclla  tejla,  mini. 
foUcncfjc  qitaft  cbc  con  cjfi  il pcfo  cbc  Ic [oprajlaitctybaiicadoprcfa  ma 

cioccha  ditrcccc  difuoi  capclli ,  cjrfattcne  quaficbc  guanciale  infra 
la  mano ,  &  la  pictra  cbc  Ic  era  difupra ;  zrgin per  il  dctto  brace io,  ct 
fopra  del  petto  ancoralc  cadcuano  alcunc  a'.trc  trcccic  mullo  leggia- 
dramentc  ,6"  garbatamcmc  acconcic;  &  con  laaltra  vuvio  difcoflaua 
dallafua  corporation  un  fotiihjjimo  ticlo  yqmfi  cbc  clla  uolrfic  d'nno-. 
Brare  a  c))iuncbc  paflsjje  yhifua  molta  bellc^a ,  &con  i  gcfli  dclla 
perfova }  con  la  uagbcwa ,  &  con  la  allcgrc^a  dcgli  oft/;/,  &  del  hi* 
fo  y  cbc  lictamcnte  ridcua,  parent  cbc  ojfcnjjc  la  bellc^a fua  a  cbitm- 
que  la  riguardaua.  ma  folo  da  una  dc picdi  baucua  tin  laccio ,  cbc  la  te* 
ncua  legata  ad  two  troconc  di  7Uortinc,cbc  qn'uti  diciro  a  la  ft  feorgena, 
M.  A.  Al  rcflo  M.  Cofnno  cbc  figmficauano  qucfli  uo/lri  termini  ? 
"r       M .  C.  Dirouclojpcr  il  mafchio  io  intcndcv.a  cbc  fuori  di  quel  giardiao, 
the  (igni-  hauejfino  a  rimanerc  tutti  i  ro^i  coflumi,  attucrtendo  con  qncjlo  ciafcu 
ficjfsi.      no ,  cbe  chi  uoleua  praticare  in  quel  Itiogo  3banci'.a  prima  a  diporre 
ogniro^e^a ,  ogni  uillania }  &  ugni  coflume  cbe  baucjj'e  dcllo  aiisle- 
ro  3  del  crudo  ,  o  del  uillano .    Tti.  y.  Et per  lafemma  i 
Termine  2>i.C.  Cbe  cbi  uoleua  entrcr  dentro ,  lafciajj'c  fnori  dclla  porta  ttittc 
fenunache  le jttc  voglie ,  pcrciocbc  qnminon  baucua  ad  batter  Itiogo ,  alcuna  non 
ica  "  ragioneuole  o  ingorda  uoglia  .    7)1.  jl.  Dunquc  gli  buominidiro^i 
coflnmiy  &  i  troppo  uogliolofi ,  &  dclicati ,  o  violli  baucuano  a  que- 
Jlomodoa (larft  di  fuorat    7)1.  C.  Cofi  laintcndcttapcr albora. 
Til.  A.  t^on  ml  di[j>iaccua  qtieflo  uoflro  difegno,fc  cglibjucjjc  bauuto 
effctto ,  ma [cguiiatc  di  dirci  il  reslo  delta  porta . 
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Appendix  III  In  the  Ragionamenti  accademici  reproduced  on  the  following  pages, 

(pp.  4b,  18a,  18b-20a,  20b-21a),  Bartoli  also  describes  the  fountain  of 
Neptune  that  he  designed  for  Ricasoli's  house  to  be  executed  by  Francesco 
Camilliani.  It  was  to  be  a  fountain  with  Neptune  on  a  shell-chariot  drawn 
by  two  sea  horses  and  accompanied  by  Tritons  and  sea  nymphs.  The 
never  completed  work,  and  its  companion  fountain  of  Venus,  was  a 
forerunner  of  the  fountain  of  Don  Pedro  di  Toledo  and  ultimately  a  part 
of  the  context  in  which  the  Neptune  Fountain  of  the  Piazza  della 
Signoria  was  made.  Bartoli's  text  is  also  valuable  as  a  document  in  a 
broader  sense,  for  in  no  other  instance  I  know  is  the  program  for  a 
Renaissance  fountain  so  immediately  presented  from  an  inside  vantage 
point.  Bartoli's  account  of  what  he  was  attempting  forms  then  a  guide- 
post  for  researchers  into  fountain  iconography.  His  remarks  are 
also  of  interest  because  of  his  concern  with  siting  and  vistas  and  for 
his  carefully  devised  plantings  and  water-spray  effects. 
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7>ia  qitellapY'mcipalmcr.tc  delict  camera  porgeua 
Vibltoviaggior  piaccrc'ariguardanti ,  cbe alenna altra  3pcrciocbc  oltre 
Fontatu    allaucduta  dcllc  flange  ,fiucdcu\  ancora  lafontana  dclTyctttinno,  & 
del  Ncctu  mta  in  jjjaliiera  degli  aranci ,  cbc ftpcte  quanto  c  bclla , per  cjjerc  aha 
no'         p\u  di  dodici  braccia  &  litnga  pure  affai . 

M.l\  Et  que  ft -a  ultra  Status  the  cofa  e  ?  W.  C  v" 
llllabancitaa  (entire  perumWcncrc ,  &qnegliputii  cbe  uoi  Ic  uc- 
Jctc  a  lato  cbe  banno  uarij  animctli  marini,  & umc  forte  di  coc- 
.(bigtbc  da  biiU  irc  acqua ,  haueuano  a  ferttire  per  gli  ^imori  ;  i- 
quali  come  ui  dird  poi  inficme  con  cfjo  lei  haueuano  a  ucrjare 
acqua  in  una  altro  Tilo  rmcomro  al  T^ctttmmo . 


~7ri.  C :  di  qticfla  loggia  io  uolcita  cbe  fi.fccndeffc  qtuggiu  'in  fitl 
Trato  con  tre  fcaglioni  ,  &  la  done  uoi  ucdetc  qncllo  ffa^io  cbe 
rcfla  nctto  infra,  fa  Camera  &  la  Jpallicra  dc  gli Aranci cbc  d 
Fontana  tanto  quanta  la  laigbe^a  del  V.rato  uolcita  mcttcrc  la  Fontana  del 
del  Net-  T^cttunnOjCtfcuoiucnitcunpoco pittqud  ttcdrctc  done  rmcomro  a  que 
tunno.  fia  cantonata  dclla  Camera  io  uolato  mcttcrc  una  Colouaftmilc  a  quel- 
la  dclla  Loggia;  &pofla  al  mcdcfimo  piano ;  dipt  la  quale  poi  ,<&■  difn 
quella  Victra  cbc.  uoi  ucdetc  cbc  nclla  cantonata  t'  pofla  alia  altera , 
alia  piu  aha  parte  del  capitcllo  dcllc  Qolonnc  dclla  loggia,  ejr  cbe  pin  i 
cbc  Ic  alrrc  cfcc.alquanto  in  fuori ,  nolcuo  viuoucrc  una  pergola  di  Cor- 
rcnti  di  caflagno  a  hie^abotte ,  via  con  una  Tribtmta  poi  net  tnc^o ,  & 
la  copriuo  di  uitalbc,  di  Filer c  ctdiyni:  cy~  la  dentro  poi  in  quellatc- 
fla>  uolcuo  [imctteffino  qtici  duoil 'ermitii  cbc  uoi  ucdetc  qui prcjjo ,  cbe 
teggeffino  il  loro  ^Arlhitratte  Frcgio  &  cornice,  ct  infra  luno  &  I'altro 
fotto  dctto  JLrcbilrauc gittatio  una  arco  con  due  braccia  &  mc7^o  di-- 
sfondo ,  inftno  preffo  al  TWtro  dcllc  Monacbc  Mcniro  al  quale  ^irco  io 
pngcua  cbc  arrhtaffc  come  ad  una  'Porta  nn.Colfo  di  Marc ,  &  come  a 
Troda  ui  ttcniffc  con  la  fnal^Jccbra  tirata  da  duoi  Cauagli  Marmi  il 
T^cttutio  accompagnato  da  Tntoni  &  da  Kftmfc  Marine  ,  (be  tutti  di  - 
ucrfamcntc  uerfaffcro  acqua  in  qucflo  Tilcfcbe  qui  ucdetc  /////foJM.A. 
fl'ma'lioi  hon  ctbauetc  aifeor dctto ,  fc  qtuflc  cofc  battcuano  a  pofarc 
quaggin  ba/Jo  in  full  PratOj  o  fc  pure  baucuano  ad  batter  c  Jotto  Da  fa  o 
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^occolo  alamo.. M'.  C.  loficcua  rigirarc  ilmedcfimo piano  dcllu  log- 
gia cbc  corrcuaa  trouarc  qucfla  Colona  cbc  10  uidifii  di  qua  .  &  tutta . 
qucfla  parte  cbc  ucnlua  fottoil  Tcrgolonc  laslricauadiTictre  riqua- 
dratcrijjictto  allc  acquc ,  &  di fu  qucflo  laflrico  vioueua  per  ricctto  del 
T.ilo  una  lunga  et  larga  Ta-^a.mand pin  aha  the  un  tcr^o  di  braccioyct: 
(omecold  la  pctttc  ucderc  quad  cbc  tornicaja  faccitoOuata;nclinc7^o 
delta  quale  fi pofaua  ilTilo\ct  di  qnd  ct  dild  uiandauano  quciduoimon, 
Jlrimarini  cbc uoivcdctctbc conlaslicna t_& conic  fj>alle  loro  fac- 

ccnJo  fur^a  rncflrnuan  direggerc  Ic  tcflc  del  Vilo ;  le  Gambe  nmendue • 
dcqnali  cornier  titcfi inxodc  ,  febcr^vano  gin  per  la  T a^a ,  cbe  ricc~ 
tteita  l.i  acqiu  cbc  trabocc.madcl  Vilo  ;  S  ipralc  fpM.lc  dclqnal  Vilo 
arriu.via  apmto  conic  ^ampc  dinan^i  de  fioi  Canalli  hlarini  it  T^ct- 
tumno  ;  iquali  come  ajfaticati  per  il  waggio  ,  gtiidati  da  ltd  in  qitcslo 
luogo  sbujfaiiano per  la  bocca  cjr  per  le  TS(jre  del  l^tfo  quaft  cbc  S ti^- 
•^ofamcntcacqua  ud-Vilo,  Et  come  uoi  uedctc  cbiflaua  alia  fncflrat  di 
fyefla  Camera  Godcua  la  Fontana,  la  Spalliera  dc  MclangoliJ&  ttttto 
il  Giardino  >  &pcr  la  fincUra  del  fianco  tutta  la  loggia ;  &  uoltandofi 
indie  tro  for  ana  con  la  ucduta  dello  occbio  infuio  nella  Strada  Maeflra . 
ctdifid piano  di  quejlolaflrico  baucuo  ordinito  una  infmitd  di  Zampilli 
di  acqtta ,  i  qnali  qtiando  altri  fiiflijla'to  intcnto  a  conjidcrare  il  7^t~ 
tnnnofalcndo^in  milk  m.iaicrc  inner fo  la  aria,  barebbcro  piaccuobfju 
Viamcntc  bagnato  cbiiinqnc  uifi  fufle  ritronato ,  perebe  crano  taut:  cbc 
ticfjimo  fe'ne  farebbe potato  difenderc ,  fenon  fuori  di  dctto  laflrico  . 
My.  amc parebbe  cbe  boramaiy  bauendo  ucdiitc  queflc  altrc  cofc,noi 
andafiino  d  ucderc  il  T^cttitmno. .    JM.  U.    andiamo  cbc  egli'  i  bora 
trtai  tardi .  /  dl.  C.  ci  b'fogua  ucnir  di  qua  jdouc  egli  e  ancora  in  quclla 
medeftmaflan^a-,  nella  quale  cglift  lauorb ,  pcrb  uenitcne ,  &  iopcr 
far isi  laflrad.a  faro  il  primo.    7)1.  f.  Entratc'bl.  ^fgnolo.  M.wY. 
per  mia  feebe  coloro  cbc  uengono  a  qucflo  Giardino  per  ucderc  qucfla 
Statita,come  babbianfattonoinonbamioiltorto.    lA.tf.  nonccrto  gtJj.tua  j 
cbe  queflomaeflro  fie portatomoho  bene.    7H.  C.   lo  bbmoliocaro  Netcuno 
cbecllauipiacciay  per uedCr cbc io nonmi fono  ingannato  delle  Virtu 
di  qucflo  Giouanc,    7*i.^l.  T^onccYtamcntc..  M.y.  ancor  cbe  io 
me  nc  diletti,  io  non  me  ne  intendo  molto,  ma  ui  do  mia  fede  >  cbc  fc  cifi 
fujjb  tronata  qucfla  Statuain  Rgma ,  [otto  quelle  rouble ,  &  baueffe 
vianco  \  ogambc  o  braccia  o  tcfla  come  fpcjjottifc  ne  trouanano  moltct 
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che  clla  farcbbc  tcnuta  per  arnica  >  &  harebbe  nn  nomc  &  tin  grido 
grandiflimo.-  Deb  ucdctcM.  ^gnolo  mio  cbc  belle  membra ,  cbc  gret- 
riati  mufcoli,  &comc  cllat benritronataper  wtto  ,  &  quanto  ctla 
faccia  bene  que flafuaprontaattitndinc.     lA'.^i.-   cllaeceno  dclle 
belle  cofe  cbe  to  babbia  uifto  nn  pe^ofa  di  mano  digfouarii.  ■  M.  V, 
ancor  cbe  io  flimia(Jai  le  cofe  antiebe  ,percbc  egli  bebbcro  in  qucfla  ax. 
te  etccllcntiftimimacftriy  quando  io  confidcrodipoi  cbc  boggi  ancora 
ci  fi>no  in  efla  huomini  valcntifiimi .  io  non  id  fe  quanto  a  me  io  mi  tc- 
ticpicofi  cara  qucfla  Statua  ,  conic  fc  cllo  fuffc antica .  ■    M.  <A.  vol  ^. 
hanete  ragionc ,  pctchc  il  buono  c'  folamentc  uno  ,  &  cbc  ci  pa  it  ue-  3^^h'vo 
rolo  ueggiaino  boggi  in  Michelangelo  buonarotti ,  the  bauendo  cgU  narrocj  & 
fylo,  pin  cbctnttig{ialtri>& prima  jConofciutolo ,bd pafjato  fedir  fuclodi.. 

ptro  fi  puotc,  gli  lAnthbi .  M.  V-  Lafciamo  slar  Michelangelo 
cbc  i  fopranatitrale  &  dimno  ypcr  baucre  in  que  six  ctd  apcrtogli  occhi 
a  ciafebeduno,  in  fargli  conofccrc  il  buono  ,  &  la  ucritd  di  qncUa  arte; 

M.  V.  fc.uoinon  c  a  rumi- 
nate altrimentiio  fonopcr  lafciariti  t  cbe  queflo  fcrmarfi  ad  ognifci ,  o 
Otto  pa[fi  non  fa  per  vie.    M.^i.  pcrdonatemi  queflai  la  t^aturamu 
xlr  camminiamo  quanto uolcte  ,  &  M.Cofmo  tn  tanio  fai'd  contento 
didircipercbccagioie  welfare  delle  Vontane  egli  fiuolcffi  pin  /entire 
dclTJettimno  &  della  Vcnere ,  che  diVomonna  &   di  Veriunno. 
21.  V.  di  gratia  cbe  queflo  ragionamcnto  feruird  a  pnnto  a  finire  que- 
Cagioni    #  o  tcfl°  tlel  niaggio  cbcci  re/la,  per  tornarfencd  caja .    Trl.  C.  Io  Jon 
pcrchc  fi  contento.    Voifapctc  cbctutte  lr  cofe  che  fige>icran'o,figencranowe- 
fcruiua  p  dimite  la  caliditd  3  &  viediante  la  bitmidita  .  Io  batictia  prcf  >  yencre 
del C  Net-  PcreUn  ctli'i'tj  >  &  l^cttuuno  per  la  burniditd ,  acciotbc  mcdiante 
tunno  &  quelle  due  qualitadi ,  tunelc  hcrbe  &  tutte  le  piantc  di  queflo  Cor- 
delia Vc-  kino  j  andajkro  dibenc  bimegUo  ,  viulciplicando  ,  &•  cref'cendo . 
"cre*.      M.f.  &iquattro  termini?    M.  C.  gli  battcttointcfi  per  le quattro 
*1^m,Qa*  flagioni  dclio  anno ,  bauendo  ordinato  cbc  quelh  cbe  not  ucdefti  con 
gloni  del"  (Jlicl^'1  barba  lunga  ,/cruiJJe  per  lo  iauerm  t  &  qucha  fan'ma  cbe  gli  era 
anno.       accanto  per  la  State  :  I  quali  uoleuo  cbc  andaffcro  alia  Yontana  del 
tyettiiniiOjpcrciocbciul  cuorc  della  £ftatc  per  i  gran  Caldi  &  ncllafinc 

della  W'.crmta ,  per  igrandi  alidori ,  &  feddi ,  i  Ciardhiibanno  mag-, 
gior  bifogno  di  copia  d)  acqita  cbe  in  'ju.de  a'.tra  ft  uoglia  lljgionc  de!!o 
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anno  :  Et  quegli  altri  dnoi  termini  cbc  1101  ucdcslc  cbc  c/aho  alquanto 
piugioiiarii,  I'uno  baueua a  fern  ire  per  to  ^utnmio ,  &  taltro  per  la 
"Primauera ,  &  andatiatio  alia  Vontana  dctla  Vcncre ,  rmcoutro  a  qucl- 
ladelT^cttuiwo  ,  &  a  lato  alia  altra  camera  cbc  Vienna  in  mc^olt 
loggia     hl.tsl.  lAdttnquc  thi  era  hi  qnella  loggia gedcua  amanduc  Ic 
fontanel    M.C.  Godcualc }  &  tutco  ilgiardino  upprc/f) .     M.  V. 
Cbe  ifiorictta  era  que  Ha ,  cbe  io  ueddi  in  quel  Vilo  ?     7U.  C.  Voi  fa- 
pete  (be  io  uidifji cbe  egli  baueua  a  firuire  per  il  T^ettunno ,  al  quale 
uolendo  alluderejjatieuo  fatto  fculpire  di  bujjo  rilicuo  hi  e/fuVilOyil  I\a- 
pto  della  figliuola  di  Sahnoneo,  quar.do  ejjo  'frlcttuuno  hi fu  i!  ftttme  Eni-  ^^j1 
pe o  in  Tcffaglia  la  rap)  al  Vadre .    Til.  F.  EC  I o  baiicui  fun o  forfe in-  | a  n^lroU 
ftemccon  laltfadrc ,  &  conaltre  Genii  in  fit  la  I\lpa,  cbc  al^ando  le  diS^lm...- 
braccia ,  &  lamentandoft  &  piangendo ,  ft  dotettano  di  tat  ratio}        DCl>  uc' 

3W.  C.  Cofifiitti  come  ttoigli  ttedcflcgli  baueua  funi  ;  &t\ertimno 
ancova  cbe  bauendo  la  amatagiouanc  in  braccio ,  et  tcneudcLxllrctta,  [i 
uolgeua  con  la  tefla  in  dietro ,  qitafiaufio  &  curiofo  ,  cbe  Salmcnco  non 
to  arriiiajje,  &  nongliela  ritoglieffc;  &pcro  follecitana  conil  Tridcntc 
i  fuoi  CattagH ,  &gh  altri  Tntoni ,  &  Monflri  Marini  cbc  ajjrcttaffino 
lafuga  . 
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Appendix  IV  The  following  are  two  Latin  poems,  and  an  extract  from  a  third, 

which  are  taken  from  a  book  published  in  memory  of  Cosimo  I  four 
years  after  his  death,  Sebastiano  Sanleolini's,  Serenissimi  Cosmi  Medycis 
Primi  Hetruiae  Magniducis  Actiones,  Florence:  Marescoti,  1578.  The 
first  poem  is  written  in  praise  of  Cellini's  Perseus  (p.  37b).  The  second 
and  third  poems  treat  the  Neptune  Fountain  that  Cellini  had  hoped  to 
make  (pp.  36b-37a  and  31b).  These  latter  poems  name  the  hitherto 
unidentified  male  sea  gods  on  the  sides  of  the  basin  of  the  fountain  as 
Glaucos  and  Phorcus.  See  above  note  3  for  the  Neptune  Fountain  (fig.  3). 


i. 

IN  STATVAM  AENE  AM  PERSEI,  ET  MEDVSAE 
a  Benuenuto  Coelino  Florentino  Statuario  iussu 
M.  COSMI  absolutam. 

PERSEA  mirantes,  sectos  &  Gorgonis  angueis, 

Haec  saxo  assimiles  vix  potuere  loqui. 

Nemo  tuas  laudeis  celebret  satis  inclyte  Perseu; 

Quod  cecidit  ferro  caesa  Medusa  tuo. 

Quot  potuit  viuens  in  marmora  pedere:  vertit 

Aerea  marmoreos  si  quoq;  facta  viros? 

ii. 

IN  FONTEM  NEPTVNIVM,  BARPTHOLEMAEI 
Ammannati  opus,  in  Area  Medycij  Palatij  Regalibus  M. 
COSMI  sumptibus  absolutum. 

TYRRHENVM  du  forte  pater  Neptunus  ad  Arnum 
Praedulci  biferos  flumine  potat  equos, 
Visendae  FLORAE,  atq';  amnis  dulcedine  captus, 
Hue  ARNO  applicuit,  lora  secunda  regens. 
Vidit  vbi,  MAGNI  qua  Regia  surgit  HETRVSCI, 
Marmorei  in  Coelum  rumpere  Fontis  aquas; 
Fonteq;  se  medium  niueo  de  marmore  ductum 
Humida  Piniferum  ferre  sub  astra  caput; 
Quadriiugo  inuectum  Curru,  vndiuagisq;  Quadrigis 
Subiecto  dantem  iura  supera  Mari, 
Tritonasq;  vno,  atq;  eodem  de  marmore  trinos 
Fundere  tortilibus  Cornibus  alta  vada, 
Marginibus  Thetim,  Glaucos,  Nymphasq;  sedenteis 
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Spirare,  &  Lymphas  reddere  ab  aere  suo, 
Capripedes  Faunos,  &  cornigeros  Satyricos 
Spargere  millenis  flumina  vius  Tubis, 
Laudataq;  manu  Phidiae,  clariq;  Myronis, 
Extollens  Thusci  regia  facta  Ducis, 
Perspicuum  Fontem,  pulchram  miratus  &  Vrbem, 
Ni  Maris  Imperium  me  reuocaret,  ait, 
Formosam  Thetidi  FLORAM,  salsoq;  Profundo 
Praetulerim  dulceis  has  ego  semper  Aquas. 

iii. 

IN  FLORENTIAE  HETRVIAE  METROPOLIMA 
A  M.  COSMO  RENOVATAM 

Suspiciensq;  foro  mixto  de  marmore  Fontem 
Sumptibus  extructum  Regalibus  alta  sub  Astra 
Fundentem  liquidas  longis  siphonibus  vndas; 
Inuectum  biferis  Neptunum  fonte  Quadrigis: 
Tortilibusq;  Tubis  trinos  maria  alta  vomenteis 
Tritonas:  Pelagiq;  Deas  com  Doride  Nymphas: 
Inoum  puerum,  Phorcum,  Glaucumq;  virentem: 
Prothea  mutantem  formas:  Satrosq';  bibaceis: 
Capripedesq;  Deos  spirare  ex  aere  sedenteis 
Marginibus  Fontis,  danteis,  vndamq;  bibenteis: 
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Notes  Davis  Hill,  "Checklist  of 

Additional  Sculptures  in  the  North 
Carolina  Museum  of  Art,"  North 
Carolina  Museum  of  Art  Bulletin,  II, 

1.  Summer  1958  (Special  Sculpture 
Supplement  to  the  Permanent 
Catalogue),  p.  33,  bronze,  9  1/2  inches 
high,  gift  of  Mr.  and  Mrs.  Arthur  W. 
Levy,  Jr.,  Raleigh,  GL.57.11.2.  See  also: 
Masterpieces  of  Art,  W.R.  Valentiner 
Memorial  Exhibition,  North  Carolina 
Museum  of  Art,  April  6-May  17,  1959, 
No.  18. 

2.  W.  R.  Valentiner,  "Cellini's  Neptune 
Model,"  North  Carolina  Museum  of 

Art  Bulletin,  I,  3,  Autumn  1957,  pp.  5-10. 
See  also:  idem,  "Two  Unknown  Bronze 
Statuettes  by  Cellini,"  Art  Quarterly, 
II,  1939,  pp.  35-47;  idem,  "Two  Busts 
by  Cellini,"  North  Carolina  Museum  of 
Art  Bulletin,  III,  1959,  pp.  11-14;  and 
idem,  Studies  of  Italian  Renaissance 
Sculpture,  London,  1950,  pp.  231-239 
(cf.  Yvonne  Hackenbroch,  The  Collec- 
tion of  Irwin  Untermeyer  Bronzes, 
London,  1962,  pi.  XXVI,  figs.  55-56). 

3.  The  commission  had  been  defini- 
tively awarded  to  Ammannati  by  the 
week  2-7  December  1560  (Florence, 
State  Archives,  Fabbriche  Medicee  IX, 
fol.  43  r,  XXI,  fol.  141V).  A  survey 

of  the  competition  is  given  in  John 
Pope-Hennessy,  Italian  High  Renais- 
sance and  Baroque  Sculpture,  2nd 
rev.  ed.,  London-New  York,  1970, 
Cat.  No.  74.  See  further:  Leben  des 
Benvenuto  Cellini,  ed.  Herbert  Keutner, 
Frankfurt  am  Main,  1965,  passim, 
and  excerpts  from  the  surviving 
documents  published  by  Hildegard 
Utz  in  Art  Bulletin,  LIII,  1971,  p.  362, 
and  in  Burlington  Magazine,  CXV, 
1973,  p.  300.  The  competition  and  the 
loss  of  the  commission  often  led 


Cellini  to  vent  his  ire  on  Ammannati. 
For  instance,  in  his  Vita,  Cellini  writes 
of  "un  figliuolo  bastardo,  che  aveva 
1'Ammannati,"  and  though  Ammannati 
and  his  wife  were  childless,  here  Cellini 
is  accurate.  See  Florence,  State 
Archives,  Fabbriche  Medicee  VIII, 
fol.  20,  for  16  July  1558:  "A  messer 
bartolomeo  ammannati  Lire  70  p.  to 
Claudio  suo  figliolo  per  parte  di  sua 
provisione  del  mese  di  giugno  passato," 
and  "Andrea  di  lazero  da  calamec 
Lire  13  p.  to  claudio  amanati." 

4.  An  outline  of  published  works  on 
Cellini  is  given  in  Pope-Hennessy,  High 
Renaissance  and  Baroque  Sculpture, 
1970  (above  n.  3).  For  the  literature 
occasioned  by  the  fourth  centenary  of 
Cellini's  death  in  1971  and  other  recent 
studies,  see  below  notes  5,  6,  7,  and 
the  following:  Sten  Karling,  "Girolamo 
Marettis  barettsmycke,"  Konsthistorisk 
Tidskrift,  XXIV,  1965,  pp.  42-59; 
Alessandro  Parronchi,  "Une  tete  de 
Satyre  de  Cellini,"  Revue  de  I'art,  No.  5, 
1969,  pp.  43-45;  Piero  Calamandrei, 
Scritti  e  inediti  celliniani,  ed.  Carlo 
Cordie,  Florence,  1971,  404  pp.;  Con- 
vegno  sul  tema:  Benvenuto  Cellini 
artista  e  scrittore  (Roma- Fit enze, 
8-9  febbraio  1971)  in:  Accademia 
Nazionale  dei  Lincei,  Anno  359,  1972 
(contributions  by  Cesare  Brandi,  Nino 
Borsellino,  Franco  Gaeta,  Bruno 
Bearzi,  Maria  Luisa  Altieri  Biagi, 
Giovanni  Demaria,  Carlo  Cordie);  Anni 
Wagner,  "Benvenuto  Cellini.  Zum 
400.  Todestag  des  beriihmten  Floren- 
tines," Kunst,  LXXXIII,  1971, 
pp.  147-151;  Werner  Graul,  "Benvenuto 
Cellini,  Goldschmied,  Medailleur, 
Erzgiesser.  Wiirdigung  zum  400. 
jahrigen  Todestag  am  14.  Februar 
1971,"  Aureus,  No.  16,  1971,  pp.  42- 
45;  C.  Hernmarck,  "Benvenuto  Cellini, 
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goldsmith-propagandist,"  /.  Couto 
in  memoriam,  Lisbon,  1971,  pp.  47-55; 
W.  Kemp,  "Disegno.  Beitrage  zur 
Geschichte  des  Begriffes  zwischen 
1547  and  1607,"  Jahrbuch  fur 
Kunstwissenschaft,  XIX,  1974,  pp.  219- 
240;  S.  Pressouyre,  "Note  additionnelle 
sur  la  nymphe  de  Fontainebleau," 
Bulletin  de  la  Societe  de  I'histoire  de 
Paris  et  de  l'Ile-de- France,  XCVIII, 

1971,  pp.  81-92;  C.  Grodecki,  "Le 
sejour  de  Benvenuto  Cellini  a  l'hotel 
de  Nesle  et  la  fonte  de  la  nymphe  de 
Fontainebleau  d'apres  les  actes  des 
notaires  parisiens,"  Bulletin  de  la 
Societe  de  I'histoire  de  Paris  et  de 
l'Ile-de-France,  XCVIII,  1971, 

pp.  45-80;  L'e'cole  de  Fontainebleau, 
Gran  Palais,  17  October-15  January 
1973,  Exhibition  catalogue,  Paris, 

1972,  p.  381,  Nos.  510-511;  J.  Jacquiot, 
"Benvenuto  Cellini  1500-1571,  orfevre, 
sculpteur,  graveur  en  monnaies  et 
medailleur  florentin,"  Club  Francois  de 
la  Medaille  (Paris),  No.  43-44,  1974, 
pp.  56-71;  Tesori  d'arte  nella  terra  dei 
Gonzaga,  Mantua,  7  September- 15 
November  1974,  Exhibition  catalogue 
(Gonzaga  seal);  Benvenuto  Cellini, 
Abhandlungen  liber  die  Goldschmied- 
kunst  und  die  Bildhauerei,  translated 
and  edited  by  Ruth  and  Max  Fr5hlich, 
Basel,  1974  (reviewed  in  Kunstchronik, 
September  1975,  pp.  343-345). 

5.  Valentiner,  "Cellini's  Neptune," 
pp.  7-9;  "Pope-Hennessy  discusses 
NCMA's  Cellini,"  North  Carolina 
Museum  of  Art  Calendar  of  Art 
Events,  V,  No.  9,  June-July  1962,  p.  1; 
John  Pope-Hennessy,  "Italian  Bronze 
Statuettes,"  Burlington  Magazine, 

CV,  1963,  p.  63;  idem,  Essays  on  Italian 
Sculpture,  London,  1968,  p.  190. 

6.  See  especially  John  Pope-Hennessy, 


"A  Sketch  Model  by  Cellini,"  Victoria 
and  Albert  Bulletin,  I,  1965,  pp.  5-9, 
(Essays,  pp.  141-144).  For  recent 
attributions  of  bronzes  to  Cellini,  see: 
Pope-Hennessy,  High  Renaissance 
and  Baroque  Sculpture,  pp.  99-100; 
J.  F.  Hayward,  "A  Newly  Discovered 
Bronze  Modello  by  Benvenuto  Cellini," 
Auction,  I,  1968,  No.  6,  pp.  4-7; 
Catalogue  of  Medieval,  Renaissance 
and  later  works  of  Art  and  a  bronze 
figure  by  Benvenuto  Cellini,  Sotheby 
and  Co.,  Sale  catalogue,  16  May  1968, 
pp.  12-13,  No.  21,  Juno  (now  collection 
of  Stavros  S.  Niarchos,  Paris);  J.  F. 
Hayward,  in  Art  at  Auction,  1967- 
1968  (Sotheby's),  London,  1968, 
pp.  260-266;  Ettore  Camesasca, 
"Cellini:  Pro  e  contro — tre  recenti 
attribuzioni,"  Bolaffiarte,  II,  No.  11, 
June  1971,  pp.  22-24;  John  F.  Hayward, 
"La  Giunone  in  bronzo  di  Benvenuto 
Cellini,"  Arte  illustrata,  VII,  No.  58, 
July  1974,  pp.  157-163. 

7.  See  especially,  Pope-Hennessy, 
Renaissance  and  Baroque  Sculpture, 
pp.  99-100;  also:  Maria  Grazia  Ciardi 
Dupre,  /  bronzetti  del  Rinascimento, 
Milan,  1966,  pp.  36,  103-104.  In  addi- 
tion to  Hans  R.  Weihrauch's  full- 
length  scholarly  study  of  small  bronzes, 
Europaische  Bronzestatuetten  15.-18. 
Jahrhundert,  Brunswick,  1967  (for 
Cellini,  pp.  179-181),  there  are  two 
excellent  introductions  in  English: 
Anthony  Radcliffe,  European  Bronze 
Statuettes,  London,  1966,  and  Jennifer 
Montagu,  Bronzes,  London,  1963. 

8.  John  Pope-Hennessy,  Italian  High 
Renaissance  and  Baroque  Sculpture, 
Cat.  No.  70,  provides  a  guide  to  the 
literature  concerning  the  Perseus.  This 
work  may  be  consulted  for  most  of 
the  sculptors  and  sculptures  discussed 
here.  Although  it  seems  not  to  be  noted 
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in  the  Cellini  literature,  the  fine  carving 
of  the  elaborate  marble  Perseus  base 
was  probably  not  carried  out  by 
Cellini  himself,  even  though  the  design 
was  certainly  his.  Frieda  Schottmuller 
(Thieme- Becker,  XI,  p.  492)  states  that 
the  base  was  executed  on  Cellini's  order 
in  1551  by  Francesco  del  Tadda 
(Francesco  di  Giovanni  Ferrucci).  The 
source  of  this  report  is,  however,  found 
in  none  of  the  published  works 
Schottmuller  cites.  Nonetheless,  it  is 
probably  correct.  In  1551  Cellini's 
marble  carving  skills  were  no  doubt 
inadequate  to  the  task  of  the  fragile 
undercutting  and  detail  work  that  the 
base  demanded.  It  is  a  work  of  intaglio, 
which  is  precisely  what  del  Tadda 
specialized  in,  and  in  carving  technique 
it  matches  other  marble  works  del 
Tadda  carried  out  for  other  artists, 
e.g.,  the  Sannazaro  tomb  in  Naples  and 
the  Turini  tomb  in  Pescia.  Cellini  is 
silent  concerning  the  marble  carving 
feat  embodied  in  the  base  in  his 
Autobiography.  The  wooden  model 
for  the  base  appears  in  the  inventory  of 
Cellini's  shop  made  at  his  death: 
"No.  208.  Modello  di  legno  della  basa 
di  Perseo"  (La  vita  di  Benvenuto 
Cellini,  ed.  Francesco  Tassi,  Florence, 
1829,  III,  p.  256). 

9.  On  31  May  1975.  Since  the  opening 
of  the  new  Sala  di  Michelangelo,  the 
number  of  visitors  to  the  Bargello  has 
increased  twenty-five  percent  {La 
Nazione,  Florence,  1  October  1975). 
During  November  1975  exact  copies 

of  the  four  bronzes,  made  by  Romanelli 
in  collaboration  with  the  Studio  Bearzi, 
were  placed  in  the  niches  of  the  Perseus 
base  (La  Nazione,  10  November  1975). 

10.  For  Volterra's  bust  of  Michel- 
angelo, see:  Wolfgang  Stechow, 


"Daniele  da  Volterra  als  Bildhauer," 
Jahrbuch  der  Preussischen  Kunstsamm- 
lung,  XLIX,  1928,  pp.  90-91;  Ernst 
Steinmann,  Die  Portraitdarstellungen 
Michelangelos,  Leipzig,  1913,  pp.  55-58; 
S.  H.  Levie,  "Bildnisse  Michel- 
angelos von  Daniele  da  Volterra," 
Nederlands  Kunsthistorisch  Jaarboek, 
VI,  1955,  pp.  119-131;  Henry  Thode, 
Michelangelo,  Kritische  Untersu- 
chungen  iiber  seine  Werke,  Berlin, 
1908-1913,  II,  p.  536. 

1 1.  Although  this  dwarf  has  not  been 
previously  pointed  out,  he  no  doubt 
is  to  be  identified  as  the  dwarf  Mor- 
gante,  a  favorite  retainer  of  the  Medici, 
who  was  portrayed  by  a  number  of 
artists;  see,  e.g.,  Herbert  Keutner, 
"Der  giardino  pensile  der  Loggia  dei 
Lanzi  und  seine  Fontane,"  Kunst- 
geschichtliche  Studien  filr  Hans  Kauff- 
man,  1956,  pp.  240-251,  and  James 
Holderbaum,  "A  Bronze  by  Giovanni 
Bologna  and  a  Painting  by  Bronzino," 
Burlington  Magazine,  XCVIII,  1956, 
p.  439;  Vasari-Milanesi,  VIII,  p.  191. 
The  dwarfs  presence  casts  some 
doubt  on  a  recent  proposal  by  David 
Summers  ("The  Chronology  of  Vin- 
cenzo  Danti's  First  Works  in 
Florence,"  Mitteilungen  des  Kunsthis- 
torischen  Institutes  in  Florenz,  XVI, 
1972,  pp.  195-196)  that  Danti  cast  the 
relief  on  his  own  initiative  in  order  to 
gain  the  commission  for  a  series  of 
bronze  reliefs  for  the  choir  of  the 
Florence  Cathedral,  a  commission 
which  would  have  been  awarded  ulti- 
mately by  the  Opera  of  the  Duomo. 
It  is,  of  course,  conceivable  that  the 
Duke,  or  his  chamberlain,  Sforza 
Alemni,  would  sponsor  such  a  trial 
relief,  even  in  bronze,  but  the  sugges- 
tion remains  in  the  realm  of  specula- 
tion. More  likely  this  extraordinary 
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relief  was  made  on  a  specific  Medici 
commission  as  Vasari  implies  (Vasari- 
Milanesi,  VII,  pp.  631-632).  The  relief 
was  registered  in  the  Medici  building 
accounts — the  archival  book  concerns 
mainly  the  Palazzo  Vecchio  and  the 
Palazzo  Pitti — in  March  1560,  when 
it  was  consigned  to  Sforza  Almeni, 
presumably  for  deployment  in  the 
Palazzo  Vecchio  (see  Doc.  IV  below), 
as  was  the  safe-door  Danti  cast 
shortly  thereafter  (Doc.  V).  It  is  not 
easy  to  specify  for  where  in  the  Palazzo 
Vecchio  the  relief  may  have  been 
destined,  but  there  is  much  that  is  not 
known  concerning  the  uses  of  the  rooms 
in  the  palace  by  the  Duke,  his  family, 
and  his  retainers.  The  documents  for 
Danti's  work  for  the  Duke,  partly 
noted  by  Summers,  are  transcribed 
below. 

Doc.  I. 

Conto  di  maestro  adamo  mercaio  di 
piu  robe  avute  da  lui  per  in  palazo 
ducale  . . . 

E  de  avere  per  libbre  4  1/2  di  filo  di 
fero  sotile  a  soldi  10  la  libbra  port.o 
messer  vincenzo  perugnio  per  armare 

una  figura  duno  anteo  

•  •  •  Lire  2  soldi  5 

The  dated  entries  in  this  bill  of  four 
entries  are  for  June  1558;  they  were 
entered  in  the  account  book  during 
the  week  5-10  September  1558. 
(Florence,  State  Archives,  Fabbriche 
Medicee  XX,  fol.  140  iy  partially 
published  by  Summers). 

Doc.  II. 

Conto  di  Lorenzo  di  Girolamo  fabro 
. . .  di  piu  feramenti  datoci  per  el 
palazo  ducale  da  di  15  di  Luglio 
1558  ...  E  di  15  di  Luglio  1558  per 


libbre  36  di  fero  lavorato  per  uno 
telaio  per  gitare  . . .  una  rete  di  bronzo 
. . .  per  la  finestra  dela  capella  la 
quale  la  gitare  detto  messer  Vicezo 

perugino  monta  in  tutto  

..   L.  12  s.  12 

(Fabbriche  Medicee  XX,  fol.  140^; 
cited  by  Summers;  cf.  Vasari- Milanesi, 
VII,  p.  622;  and  Fabbriche  Medicee 
XXIX,  fol.  183V;  E  adi  24  d'agosto 
Lire  12  sono  per  achonciatura  duna 
grata  di  bronzo  per  la  cappella  nuova 
levo  francesco  tasselli  . . .  [paid  to 
Francesco  di  Giovanni  ottonaio]; 
unpublished). 

Doc.  III. 

Copia  duno  conto  di  maestro  Adamo 
mercaio  alle  volte  di  San  Giovanni  di 
piu  filo  di  fero  avuto  da  lui  per  in 
sino  adi  22  dotobre  1558  Vincenzo 
perugino  per  armare  una  figura  per 
farla  di  bronzo 

E  di  22  dotobre  1558  per  libbre  8  once 
9  di  filo  di  fero  sottile  soldi  10  la 

libbra    L.  4  s  6 

E  de  avere  di  25  detto  per  libbre  5  1/2 
di  filo  di  fero  sotile  soldi  10  la 

libbra    L.  2  s.  15 

Dato  el  sopra  detto  conto 

al  tanai  de  Medici    L.  7    .  1 

Entered  in  November  1560  (Fabbriche 
Medicee  XXI,  fol.  132*;  unpublished). 

Doc.  IV. 

Ricordo  chome  esi  peso  per  in  sino 
a  di  19  di  marzo  1559  (stile  ftorentino- 
1560  stile  comune)  si  peso  una  istoria 
di  mezzo  rilievo  di  bronzo.  dientrovi 
una  istoria  di  moise  la  quale  gitto 
messer  vincenzo  da  perugia  e  peso 
libbre  400  la  quale  si  consegnio  a  messer 
jsforzho  cameriere  delo  ilustrisimo 
Signore  ducha  per  in  fino  a  detto  di  di 
che  se  ne  fece  una  poliza  a  francesco 
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di  Seriachopo  cello  facci  creditore  in 
di  23  di  Genaio  1560  (=1560  stile 
comune). 

 lb.  400  L. 

(Fabbriche  Medicee  XXI,  fol.  145*; 
cited  by  Summers). 

Doc.  V. 

E  di  23  di  Genaio  1560  (=1561  stile 
comune)  si  peso  uno  isportelo  di 
bronzo  di  mezzo  rilievo  per  metelo  a 
uno  armario  nella  anticameretta  del 
ducha  dovera  la  stufa  a  lato  al  u(s)cio 
delo  iscritoio  nuovo  peso  libbre  216 
netto  el  quale  isportelo  lo  fece  detto 
messer  vincezo  da  perugia  —  lb.  216  L. 
Datto  a  pierantonio  paganuci  ce  lo  faci 
creditore  del  sopra  deto  lavoro 
(Fabbriche  Medicee  XXI,  fol.  145*; 
continuation  of  Doc.  IV;  partially 
quoted  by  Lensi,  Palazzo  Vecchio, 
p.  185,  note  55). 

Doc.  VI. 

A  spese  dela  muraglia  del  palazo  ducale 
Lire  sette  soldi  uno  quali  si  fanno  buoni 
a  maestro  Adamo  mercaio  alle.  volte 
di  San  giovani  per  lamonta  di  libbre 
14  once  3  di  filo  di  fero  soldi  10  la 
libbra  consegniato  per  noi  a  messer 
vincezo  perugino  per  armare  al  suo 
modello  dercole  ce  scopia  anteo  copiato 
al  quaderno  detto  segnato  D 

S.do  1  s.  —  .1 

Entered  20  December  1560  (Fabbriche 
Medicee  III,  fol.  51r;  unpublished). 

12.  The  subsequent  account  is  based 
primarily  on  Cellini's  Autobiography, 
which  exists  in  numerous  editions,  for 
instance,  The  Life  of  Benvenuto 
Cellini  written  by  himself,  trans.  J.  A. 
Symonds,  ed.  John  Pope-Hennessy, 
London,  1949.  References  to  Cellini's 
Vita  and  Trattati  are  given  below 
according  to  book  and  section,  follow- 


ing the  numeration  adopted  in  many 
modern  editions,  e.g.,  Cellini,  Vita, 
ed.  Ettore  Camesasca,  Milan:  Biblio- 
teca  Universale  Rizzoli,  No.  771-775, 
1954.  Note  especially:  La  vita  di 
Benvenuto  Cellini,  ed.  Orazio  Bacci, 
Florence,  1901,  and  /  trattati  dell  ore- 
ficeria  e  della  scultura  di  Benvenuto 
Cellini,  ed.  Carlo  Milanesi,  Florence, 
1857  (with  the  scritti  minori). 

13.  The  wax  model  for  the  Perseus, 
a  relief  of  a  Greyhound,  and  an 
antique  marble  Ganymede  restored 
substantially  by  Cellini;  in  addition, 
medals  by  Cellini  in  the  Medagliere 
Mediceo  (Catalogue,  1899,  ed.  I.  B. 
Supino). 

14.  Cellini,  Vita,  11,  88. 

15.  Vita,  II,  88-89. 

16.  Although  Vasari  depicts  Bandinelli 
as  an  arch-enemy  of  Michelangelo 
(Vasari-Milanesi,  VI,  pp.  133-195), 
Bandinelli  himself  paints  a  different 
picture:  "Mi  occorre  ancora  dirvi  . . . 
come  talvolta  era  biasmato  da  molti  e 
particolarmente  dal  buon  Buoniaroti, 

il  guditio  del  quale  stimavo  sopra 
ogni  altro,  si  perche  era  intelligente, 
come  perche  non  si  moveva  da  animo 
malignio,  che  cominciando  e  bene 
disegniando  l'opere  piu  importanti, 
vi  facessi  mettere  le  mani  dal  Rossi, 
daH'Ammannati,  da  Clemente  e  da 
altri  ("11  memoriale  di  Baccio 
Bandinelli,"  ed.  Arduino  Colasanti, 
Repertorium  fur  Kunstwissenschaft, 
XXVIII,  1905,  p.  434). 

17.  Vita,  1,  12;  1,  13;  I,  19. 

18.  Vita,  I,  27;  I,  41;  II,  64. 

19.  Vita,  I,  13;  I,  27;  I,  41;  II,  53; 
II,  64;  II,  91;  II,  99;  II,  100;  Cellini, 
Trattati,  I,  12;  II,  5;  II,  6;  II,  8;  idem, 
"Della  architettura,"  p.  570;  idem, 
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"Sopra  l'arte  del  disegno,"  p.  564; 
idem,  "Sopra  la  differenza  nata  tra  gli 
scultori  e'  pittori  circa  il  luogo  destro 
dato  alia  pittura  nelle  essequie  del 
gran  Michelangelo  Buonarroti," 
p.  572  (page  references  for  Cellini's 
brief  minor  treatises  are  to:  Benvenuto 
Cellini,  La  vita,  i  trattati,  i  discorsi, 
ed.  Pietro  Scarpellini,  Rome,  1967). 

20.  Vita,  11,  53;  Trattati,  I,  5;  I,  12; 
"Delia  architettura,"  p.  567;  "Sopra 
l'arte  del  disegno,"  p.  563;  "Sopra 

i  principi  e  '1  modo  d'imparare  l'arte 
del  disegno,"  p.  580. 

21.  "Sopra  i  principi,"  pp.  574-580. 

22.  Cellini's  discourse,  with  its  clear 
didactic  intent  and  its  appeals  to 
youth,  reads  like  a  draft  of  an  address 
prepared  for  delivery  in  the  Florentine 
Accademia  del  Disegno.  Such  instruc- 
tional addresses  for  the  benefit  of  the 
giovani  of  the  Academy  were  promoted 
by  Ammannati  during  his  consulship 
of  the  body  (Trattati  d'arte  del 
cinquecento  fra  manierismo  e 
contrariforma,  ed.  Paola  Barocchi,  III, 
p.  117,  118-119),  and  indeed  Amman- 
nati's  own  Lettera  agli  Accademici 

del  Disegno  of  1582  (Barocchi,  III, 
pp.  117-123)  has  this  character.  An 
additional  testimony  to  Ammannati's 
interest  in  the  instructional  program 
of  the  Academy  is  contained  in  a 
document  written  in  the  hand  of  the 
sculptor  and  medallist  Domenico 
Poggini,  "A  di  23.  di  Settembre  1570. 
Io  Domenico  di  Michele  Poggini  mi 
chiamo  vero  e  legittimo  debitore  di 
Messer  Bartollomeo  Amanati,  di  Lire 
sedici  . . .  e'  quali  danari  gli  accatto 
per  finire  di  paghare  Messer  Pieran- 
tonio  Cataldi  bologniese  per  haver 
letto  le  elezione  di  Euclid  nel 


Acchademia  del  disegnio  in  nove  mesi 
passati,  et  fo  fede  del  vero  ho  fatto 
questi  versi  di  mia  propria  mano  questo 
di  detto  in  Firenze.  Domenico  Poggini, 
mano  propria"  (Florence,  State 
Archives,  Conventi  soppressi,  Gesuiti, 
filza  1036  (240),  fol  24). 

23.  Vita,  I,  12;  II,  53;  II,  70;  II,  91;  II, 
92;  II,  99;  "Delia  architettura,"  p.  570. 

24.  Vita,  II,  75;  II,  76. 

25.  See  Detlef  Heikamp,  "Rapporti  fra 
accademici  ed  artisti  nella  Firenze  del 
'500:  Da  memorie  e  rime  dell'epoca," 
//  Vasari,  n.s.  I,  XV,  1957,  pp.  139- 
163. 

26.  Vita,  II,  70;  II,  99;  "Delia 
architettura,"  p.  570.  For  contem- 
porary poems  on  the  Perseus,  see 

/  trattati,  ed.  Carlo  Milanesi,  Florence, 
1857,  pp.  401-414,  "Versi  di  vari  in 
lode  del  Perseo  di  Benvenuto  Cellini;" 
and  below  Appendix  IV. 

27.  Vasari-Milanesi,  VII,  pp.  621-623. 

28.  Detlef  Heikamp,  "Poesie  in 
vituperio  del  Bandinelli,"  Paragone, 
XV,  1964,  No.  175,  pp.  59-68. 

29.  Vita,  II,  70;  II,  76;  see  also  Vasari- 
Milanesi,  VI,  pp.  159-160. 

30.  Giorgio  Vasari,  Der  literarische 
Nachlass,  ed.  Karl  Frey,  2  vols., 
Munich,  1923-1930  (hereafter:  Frey- 
Vasari),  II,  p.  874.  For  the  painting 
see  most  recently:  W.  Chandler  Kirwin, 
"Vasari's  Tondo  of  'Cosimo  I  with  his 
Architects,  Engineers,  and  Sculptors' 

in  the  Palazzo  Vecchio,"  Mitteilungen 
des  Kunsthistorischen  Institutes  in 
Florenz,  XV,  1971,  pp.  105-122. 

31.  See  especially  Giorgio  Vasari, 
La  vita  di  Michelangelo,  ed.  Paola 
Barocchi,  5  vols.,  Milan-Naples,  1962; 
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also  Margot  and  Rudolf  Wittkower, 
The  Divine  Michelangelo,  London, 
1964. 

32.  The  portraits  of  Ammannati  and 
Cellini  (figs.  18,  Nos.  11  and  9  respec- 
tively; 19;  and  20)  have  been  repeatedly 
confused  owing  to  Vasari's  misleading 
description  of  his  tondo,  obviously 
based  on  notes  and  drawings  rather 
than  the  finished  painting,  contained 
in  his  Ragionamenti  (Vasari-Milanesi, 
VIII,  p.  192).  Each  of  the  figures  is 
inscribed  with  his  name  (see  figs.  19 
and  20),  and  in  1829  Francesco  Tassi 
established  that  these  were  correct 
( Vita  di  Benvenuto  Cellini,  Florence, 
1829,  I,  p.  xxxix;  see  also  Kirwin, 
"Vasari's  Tondo,"  pp.  115-121).  None- 
theless Ammannati's  likeness  has  been 
frequently  taken  to  be  Cellini's,  and 
several  commemorative  portraits  of 
Cellini  in  fact  present  Ammannati's 
features  based  on  the  Palazzo  Vecchio 
likeness,  e.g.,  the  statue  of  Cellini  in 
the  Uffizi  loggia  by  Ulisse  Cambi, 
1845,  and  a  medal  issued  for  the  fourth 
centenary  of  Cellini's  death  in  1971  by 
Lario  Moschi  (illustrated  in  La 
Nazione,  Florence,  8  January  1971). 
Kirwin  (p.  118)  wrongly  dismisses  an 
engraving  of  an  authentic  portrait  of 
Cellini  holding  his  coin  of  Duke 
Alessandro  de'  Medici,  which  was 
included  in  Serie  di  ritratti  di  uomini 
illustri  toscani  con  gli  elogi  istorici 
dei  medesimi,  Florence,  1766,  I,  p.  129. 
The  likeness  is  not,  however,  incom- 
patible with  the  Palazzo  Vecchio 
portrait.  Kirwin's  identifications  of 
the  figures  in  Vasari's  tondo  are  accept- 
able with  two  exceptions.  The  identity 
of  Fig.  18,  No.  7  is  not  established 
as  Giovanni  Battista  Bellucci  da  San 
Marino  by  the  partially  legible 
inscription,  . . .  AVIT.  DUCAL  (The 


readings  of  the  inscriptions  are  in 
some  instances  inaccurate.).  Further, 
Kirwan  maintains  that  a  "barely 
legible  block  of  letters"  on  the  left 
shoulder  of  fig.  18,  No.  10,  ". . .  VCA 
. . .  INO,"  permits  the  identification, 
Luca  Martino.  In  fact  these  letters 
simply  do  not  exist  and  can  be 
imagined  to  exist  only  in  a  vastly 
over-enlarged  Alinari  photograph,  in 
which,  were  such  letters  really  present, 
they  would  be  entirely  out  of  scale 
with  the  other  identifying  inscrip- 
tions. Kirwin's  letters  cannot  be  repro- 
duced in  moderate  enlargements  made 
from  either  the  Alinari  or  Brogi 
negatives  of  the  tondo.  Moreover, 
Kirwin  neglects  to  note  that  this 
figure  (fig.  18,  No.  10)  in  fact  bears 
the  remains  of  an  inscription  of  the 
same  size  as  that  of  the  other  figures, 
not  on  his  left  shoulder  but  on  his 
right  collar,  where  one  reads,  ". . . 
MARI  . . .  (?)",  perhaps  "il  S.  Marino," 
whose  presence  Vasari  remarks.  These 
letters  are  visible  in  Alinari  Foto  No. 
4461,  published  many  years  ago  in 
Ernst  Steinmann,  Michelangelo  und 
seiner  Zeit,  Leipzig,  1930,  p.  98,  pi.  II. 

33.  For  the  sella  of  Tribolo  and 
Tasso,  see  Vasari-Milanesi,  VI,  pp.  91, 
96,  452-454,  where  Vasari's  exclusion 
from  and  aversion  to  this  group  is 
apparent.  Vasari's  bitter  complaints 
against  Tasso  and  his  work  in  the 
Palazzo  Vecchio  (e.g.,  Vasari-Milanesi, 
VII,  pp.  696-697)  may  in  part  account 
for  his  failure  to  define  very  clearly 
the  subject  of  his  tondo,  Cosimo  and 
his  Artists,  in  the  Ragionamenti. 

34.  Vita,  I,  63-65.  See  also:  Sammlung 
ausgewdhlter  Briefe  an  Michelagniolo 
Buonarroti,  ed.  Karl  Frey,  Berlin, 
1899,  pp.  358-360,  et  passim;  The 


65 


Letters  of  Michelangelo,  ed.  E.  H. 
Ramsden,  London,  1963,  II,  pp.  184- 
186;  Giovanni  Gay,  Carteggio  inedito 
d'artisti,  Florence,  1839-1840,  III, 
pp.  11-14;  Vasari-Milanesi,  VII, 
pp.  235  ff. 

35.  For  Bartoli  and  his  Ragionamenti 
accademici,  see  Charles  Davis,  "Cosimo 
Bartoli  and  the  Portal  Saint'Appolonia 
by  Michelangelo,"  Mitteilungen  des 
Kunsthistorischen  Institutes  in  Florenz, 
XIX,  1975,  pp.  261-276,  esp.  pp. 
264-266. 

36.  For  Angelo  della  Stufa  (d.  1557), 
see  Giuseppe  Maria  Mecatti,  Storia 
genealogica  di  Firenze,  Florence,  1714, 
p.  217;  Lodovico  Domenichi,  Facetie, 
motti,  et  burle,  di  diversi  signori  et 
persone  private,  Venice,  1574  (ed. 

pr.  1560),  pp.  87,  171.  For  a  painting 
he  ordered  from  Domenico  Puglio: 
Vasari-Milanesi,  IV,  p.  464.  For 
Vincenzo  Martelli  (d.  1556),  see 
Pompeo  Litta,  Famiglie  celebri  di 
Italia,  1st  ser.,  vol.  Ill,  "Martelli  di 
Firenze,"  Tav.  II;  Giambattista  Busini, 
Letter e  a  Benedetto  Varchi,  ed. 
Gaetano  Milanesi,  Florence,  1860, 
pp.  217,  262,  263.  The  Ragionamenti 
accademici  (pp.  4b,  19b)  documents 
Martelli's  presence  in  Spain,  Salerno, 
Rome,  Naples,  and  Sicily.  Vincenzo 
was  the  brother  of  the  better  known 
Niccolo  Martelli,  the  author  of  // 
primo  libro  delle  lettere  di  Nicolo 
Martelli,  Florence,  1546  (letters  to 
Vincenzo  in  Salerno  in  1531  and  1545, 
pp.  9,  62-63).  When  Vasari  painted 
the  altar  painting  of  S.  Sigismondo 
for  the  Cappella  de'  Martelli  in 
S.  Lorenzo  in  Florence,  Bartoli  was 
instrumental  in  drawing  up  the  contract 
(Vasari-Milanesi,  VI,  p.  229;  Frey- 
Vasari,  I,  p.  269;  II,  pp.  868-869). 


37.  Fig.  23  is  from  the  Ragionamenti 
accademici,  pp.  19b-20a.  "Francesco 
Sansovino"  is  a  printer's  mistake 
made  in  Venice  where  the  younger 
Sansovino  published  many  books. 

It  is  "Jacopo  Sansovino"  who  is 
intended,  and  this  slip  is  rectified 
in  the  list  of  errors  included  at 
the  end  of  the  book. 

38.  Frey-Vasari,  I,  pp.  247-248,  255, 
265-266,  613-622,  743-745;  II,  pp.  14-15, 
289-290;  Lo  zibaldone  di  Giorgio 
Vasari,  ed.  Alessandro  del  Vita, 
Arezzo,  1938,  pp.  317-319. 

39.  See,  for  instance,  Vasari's  descrip- 
tion of  Cosimo's  building  activities  in 
his  description  of  the  Sala  di  Cosimo  I 
in  the  Palazzo  Vecchio  (Vasari- 
Milanesi,  VIII,  pp.  189-197).  Also 

J.  R.  Hale,  "The  End  of  Florentine 
Liberty:  The  Fortezza  da  Basso," 
Florentine  Studies:  Politics  and 
Society  in  Renaissance  Florence, 
ed.  Nicolai  Rubenstein,  London,  1968, 
pp.  501-532  (cf.  Cellini,  Vita,  II,  85). 

40.  Bandinelli,  by  his  Adam  and  Eve 
made  for  the  Florentine  Cathedral 
(fig.  7;  cf.  Vasari-Milanesi,  V,  p.  74) 
and  a  marble  bust  of  Cosimo;  Cellini, 
by  the  works  mentioned  above; 
Ammannati,  by  his  tomb  of  Mario 
Nari  (see  my  forthcoming  study, 
"Bartolomeo  Ammannati's  Tomb  of 
Mario  Nari  for  the  SS.  Annunziata  in 
Florence,"  in  the  Mitteilungen  des 
Kunsthistorischen  Institutes  in 
Florenz);  Jacopo  Sansovino,  by  his 
Florentine  Bacchus  (fig.  5). 

41.  St.  Cosmas,  New  Sacristy,  S. 
Lorenzo;  Moses  and  St.  Paul,  Cappella 
di  S.  Luca,  SS.  Annunziata  (see  also 
Eugenio  Casalini,  "Note  d'arte  e  storia 
alia  SS.  Annunziata  di  Firenze," 
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Studi  storici  dell'Ordine  dei  Servi 
di  Maria,  XI,  1961,  pp.  192  ff.;  idem, 
La  basilica  santuario  della  SS.  An- 
nunziata,  guida  storico-artistica, 
Florence,  1957,  p.  82),  and  the  bust  of 
Tommasso  Cavalcanti  in  S.  Spirito. 

42.  For  Montorsoli:  Vasari-Milanesi, 
VI,  pp.  629-660;  Pope-Hennessy, 
Renaissance  and  Baroque  Sculpture, 
pp.  357-358;  Dizionario  biografico 
degli  Italiani,  III,  1961,  pp.  230-232; 
Karl  MOseneder,  Die  Brunnen  des 

G.  A.  Montorsoli,  Dissertation, 
Universitat  Salzburg,  1974. 

43.  The  attribution  of  this  relief  to 
Silvio  Cosini  by  Maria  Grazia  Ciardi 
Dupre  ("La  prima  attivita  dell'Am- 
mannati  scultore,"  Paragone,  No.  135, 
1961,  pp.  11-12)  contradicts  Vasari's 
explicit  testimony.  The  exact  scene 
represented  in  the  relief  is  not  known; 
the  traditional  identifications  of  the 
participants  (Venturi,  Storia  dell'arte 
italiana,  X,  2,  p.  113)  are,  in  part, 
incorrect.  The  "Marsyas"  is,  in  fact, 

a  bound  trition. 

44.  Vasari-Milanesi,  VII,  p.  510. 

45.  See,  for  example,  the  bronze 
statues  of  the  Loggetta  of  S.  Marco 
in  Venice;  also  fig.  25.  The  most 
recent  work  on  Sansovino  is:  Deborah 
Howard,  Jacopo  Sansovino,  Archi- 
tecture and  Patronage  in  Renaissance 
Venice,  New  Haven-London,  1975 
(reviewed  by  John  Pope-Hennessy  in 
Apollo,  September  1975,  pp.  227-228). 

46.  See,  for  instance,  Frey-Vasari,  I, 
pp.  281-283;  II,  pp.  396-397,  589-590. 
Bartoli's  interests  extended  also  to 
the  art  of  the  North,  particularly  to 
Dtlrer:  "Et  Alberto  Durero  tanto  cele- 
brato  pittore  ne  tempi  nostri,  quante 
poche  historie  ha  egli  dipinte  che 


non  vi  habbia  disegnato  et  poste 
la  sua  stessa  effigie?  (Regionamenti 
accademici,  p.  42a).  Giovanni  Papini 
( Vita  di  Michelangiolo  nella  vita  del 
suo  tempo,  6th  ed.,  Milan,  1951, 
p.  581)  reports,  without  giving  a 
source,  that  from  Bartoli  we  know 
that  Michelangelo  wanted  to  paint  the 
walls  of  the  Loggia  dell'Orcagna,  that 
is,  the  Loggia  dei  Lanzi  in  Florence. 
For  a  follower  of  Michelangelo  that 
Bartoli  discovered  in  the  Veneto,  see 
Frey-Vasari,  II,  p.  433. 

47.  In  the  life  of  Perino  del  Vaga, 
Vasari  mentions  poppe  di  galee 
executed  by  Carota  and  Tasso  (Vasari- 
Milanesi,  V,  p.  617).  Milanesi  dates 
these  to  1549  and  1550  (Vasari- 
Milanesi,  III,  p.  351).  Antonio  di 
Marco  di  Giano,  called  il  Carota,  a 
wood-carver  who  often  worked 

with  Tasso  (a  payment  to  him  for  the 
carved  wooden  ceiling  of  the  Laurentian 
Library  in:  Florence,  State  Archives, 
Fabbriche  Medicee  II,  fol.  43)  is 
perhaps  sometimes  confused  with 
Tasso's  son-in-law,  Crocino  (see 
Thieme- Becker,  VI,  p.  32). 

48.  For  the  "Vasari"  Sketchbook  in 
the  Sir  John  Soane  Museum,  London, 
see  Maddalena  Trionfi  Honorati,  "Un 
tabernacolo  ligneo  su  disegno  del 
Vasari  e  l'intagliatore  Alberto  Alberti," 
Antichith  viva,  XIV,  No.  3,  May-June 
1975,  pp.  57-61,  esp.  p.  60. 

49.  None  of  the  proposed  interpreta- 
tions of  the  Palazzo  Vecchio  tondo 
(fig.  17)  attempts  to  explain  the  date 
1548,  ANNO  MDXLVIII,  which  is 
painted  prominently  in  the  frame  of 
the  painting.  Curiously,  the 

large  inscription  on  Tasso's  loggia  of 
the  Mercato  Nuovo  carries  this 
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same  date,  a  date  that  seems  to  refer  to 
no  other  event  relevant  to  the  painting: 
COSMVS  MEDICES  FLORENT. 
DVX  II.  /  PVBLICAE  MAGNIFI- 
CENTIAE  ET  SALVBRITATIS  ERGO 
PORTICVM  /  TRANSVERSO 
COLVNNARVM  ORDINE  VNDIQVE 
PERMEABILEM  /  ADVERSVS 
OMNEM  CAELI  CONTVMELIAM 
NEGOTIANTIBVS  /  IN  FORO 
CIVIBVS  SVIS  EXTRVXIT  / 
M.D.XLVIII. 

50.  Cellini,  Vita,  I,  13-14;  II,  48 
(Perseus);  II,  79.  For  Tasso,  see 
recently:  Franco  Borsi,  Firenze  del 
cinquecento,  Rome,  1974,  pp.  100-105; 
Jacopo  Barozzi,  II  Vignola  e  gli 
architetti  italiani  del  cinquecento, 
repertorio  bibliogrqfico,  ed.  Ciro  Luigi 
Anzivino,  Vignola,  1974,  pp.  93-94 
(with  literature).  Tasso  also  carved  a 
walnut  bed  frame  for  Cellini  (Vasari- 
Milanesi,  II,  p.  351). 

51.  Vasari-Milanesi,  I,  p.  126;  III, 
pp.  350-355;  V,  p.  617;  VI,  pp.  89,  91, 
95,  453;  VII,  pp.  22,  25,  203,  696-697; 
VII,  pp.  259  et  passim. 

52.  Note  also  the  notice  Giovanni 
Cinelli  includes  in  his  edition  of  Fran- 
cesco Bocchi's  Bellezze  di  Firenze, 
Florence,  1677,  p.  85:  "Vi  h  la  Porta 
di  S.  Romolo  ...  la  quale  veramente 
fu  fatta  per  una  finestra  da  servire 

in  altro  luogo,  e  quivi  di  poi  collocata, 
ed  b  bellissima."  Was  the  portal 
possibly  made  for  the  Palazzo 
Vecchio  ?  (cf.  Florence,  State  Archives, 
Fabbriche  Medicee  III,  fols.  38 r  and 
49v:  payments  to  Tasso  for  two 
windows  a  bugne  for  the  Palazzo 
Vecchio). 

53.  For  Crocino,  see  Vsari-Milanesi, 
III,  pp.  353,  355;  VIII,  p.  622;  Thieme- 


Becker,  VIII,  p.  142;  Walter  and 
Elisabeth  Paatz,  Die  Kirchen  von 
Florenz,  Frankfurt  am  Main,  1940- 
1954,  11,  p.  539,  note  57.  On  13  August 
1556,  Crocino  was  paid  200  scudi  for 
his  work  in  the  Palazzo  Vecchio:  "A 
di  detto  scudi  200  di  moneta  Lire  3 
solid  5  ...  si  fanno  buoni  a 
Antonia  di  romolo  detto  crocino 
per  sua  manifatura  di  braccia 
233  7/8  quadre  d'un  palcho  con  piu 
choricioni  intagliati  borchie  et  rose 
fatto  per  un  salotto  di  detto  Palazzo 
sul  Salone  Grande  con  putatoni  la 
chorincie  dintorno  ale  mura  e 
cavatone  il  vano  de  quadri  sfondati 
per  Lire  6  il  braccio  daccordo  con 
Francesco  di  Serjacopo  e  Giorgio 
Vasari  pittore  . . ."  The  document 
probably  refers  to  the  Sala  degli 
Elementi  in  the  Palazzo  Vecchio. 

54.  For  Santi  Gucci,  see  Thieme- 
Becker,  XV,  p.  185;  L.  Fournier,  Les 
florentins  en  Pologne,  Lyons,  1894; 
Alicja  Kurzatkowska,  "Monuments 
fune*raires  des  Firej  de  l'ecloe  de 
Padovano,  Canavesi  et  Santi  Gucci," 
Biuletyn  Historii  Sztuki,  XXVII,  No.  2, 
1965,  pp.  164-169. 

56.  In  addition  to  the  evidence  of  the 
Ragionamenti  accademici  (see  below 
Appendices  II  and  III),  see  Frey- 
Vasari,  I,  pp.  281-283. 

57.  See  most  recently  Lia  Russo,  La 
fontana  di  Piazza  Pretoria  in  Palermo, 
Palermo,  1961.  Begun  before  the  death 
of  Don  Pedro  di  Toledo  in  1553  and 
carried  on  for  a  number  of  years  by 
his  son,  Don  Luigi  di  Toledo,  before 
being  sold  to  the  city  of  Palermo  in 
1573,  the  Florentine  history  of  this 
commission  is  obscure.  A  fair  number 
of  payments  were  made  for  the  archi- 
tecture of  the  Giardino  of  Don  Luigi 
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through  the  Palazzo  Pitti  accounts 
on  the  order  of  Bartolomeo  Amman- 
nati  in  1562  (Florence,  State  Archives, 
Fabbriche  Medicee  XLVIII,  fols.  32J 
32V,  33V,  35Rj  35V,  36V,  38r,  38v, 
40r,  40v,  41 v,  431";  etc.). 

58.  Vasari-Milanesi,  VII,  p.  628. 

59.  The  fullest  consideration  of  this 
work  in  the  context  of  the  Florentine 
fountain  is  that  in  Bertha  H.  Wiles, 
The  Fountains  of  Florentine  Sculptors, 
Cambridge,  1933,  pp.  68-71.  The 
heads  of  the  statues  of  Venus  and 
Diana  were  recently  removed  and 
stolen  (La  Nazione,  Florence, 

26  August  1975). 

60.  See  below  Appendix  III. 

61.  See  below  Appendix  II. 

62.  Cellini,  Vita,  II,  67;  II,  71. 

63.  For  instance,  Leon  Battista  Alberti, 
On  Painting  and  On  Sculpture:  The 
Latin  texts  of  De  Pictura  and  De 
Statua,  ed.  and  trans,  by  Cecil 
Grayson,  London,  1972,  pp.  vii,  5-6,  18. 

64.  See  below  Appendix  I. 

65.  See  Vasari's  prefaces  to  the  three 
parts  of  his  Lives  of  the  Artists. 

66.  See  Appendix  I. 

67.  Cellini,  Vita,  II,  47;  Trattati,  I,  12; 
II,  8.  See  also  Vasari  on  Cellini's 
Perseus:  ". . .  la  quale  tutta  opera  fu 
condotta  veramente,  con  quanto 
studio  e  diligenza  si  puo  maggiore,  a 
perfezione,  e  posta  in  detto  luogo 
degnamente  a  paragone  della  Iudit  di 
mano  di  Donato,  cosi  famoso  e 
celebrato  scultore  (Vasari-Milanesi, 
VII,  p.  622)." 

68.  Cellini,  Vita,  II,  53;  Trattati,  I,  12; 
II,  8;  "Delia  architettura,"  p.  570. 


Bartoli  (Ragionamenti  accademici, 
pp.  35b-36a)  also  couples  Michel- 
angelo and  Donatello:  ". . .  non  altri- 
menti  che  Donatello  nei  suoi  ritrouo 
la  Scultura;  &  che  Iosquino  discepolo 
di  Ocghem  si  puo  dire  che  quello  alia 
Musica  fusse  un  mostro  della  natura, 
si  come  h  stato  nella  Architettura 
Pittura  &  Scultura  il  nostro  Michiel- 
agnolo  Buonarroti;  perche  si  come 
Iosquino  non  ha  perb  ancora  hauuto 
alcune  che  lo  arriui  nelle  composizioni, 
cosi  Michelagnolo  ancora  infrattuti 
coloro  che  in  queste  sue  arti  si  sono 
esercitati,  e  solo  &  senza  compagno; 
Et  l'uno  &  l'altro  di  loro  ha  aperti  gli 
occhi  a  tutti  coloro  che  di  queste  arti  si 
dilettano,  o  si  diletteranno  per  lo 
auuenire."  And  further,  Domenico 
Poggini's  verses  in  praise  of  Cellini's 
Perseus,  ". . .  Te  sol  conosco  non  aver 
rivali,  E  sei  qual  sole  in  mezzo  a  queste 
stelle,  Di  Michel,  di  Donato  e  Bandi- 
nello"  (Trattati,  ed.  C.  Milanesi,  pp. 
401-414). 

69.  Cellini,  Trattati,  II,  8. 

70.  "Sopra  i  principi,"  p.  578. 

71.  Cellini,  Vita,  II,  99;  "Della 
architettura,"  p.  570. 

72.  Composizioni  ...  in  lode  del 
Ratio  della  Sabina  scolpito  in  marmo 
daU'eccellentissimo  maestro  Gio. 
Bologna,  Florence,  Sermartelli,  1583, 
pref.  Michelagnolo  Sermartelli,  p. 
[iv]  :  "E  perche  in  alcune  di  queste 
composizioni  vien  fatta  menzione  de 
gl'altri  Colossi,  e  delle  Sculture,  che  a 
questa  opera  sono  vicine,  mi  e  paruto 

a  proposito  per  maggior'  chiarezza,  cosi 
in  fretta,  di  fare  schizzare  insieme  con 
le  figure  stesse  del  Bologna  in  due 
vedute,  l'altre  Sculture  ancora,  che 
all  intorno  del  Palagio  sono 
collocate  "  Note  especially:  "Del 
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Sig.  Bernardo  Vecchietti  . . .  Tra'  piu 
famosi,  piu  graditi,  e  rari  /  E  Marmi, 
e  Bronzi,  onde  piu  d'altra  siede  / 
Fiorenza  ornata,  a  cui  d'intagli  cede  / 
Atene,  e  Rodo,  e  i  fabri  lor  si  chiari:" 
(p.  I);  or:  Egloga  del  Reverendo  Sig. 
Cosimo  Gaci  . . .  E  ciascun  vuol, 
che  cedan  tutte  a  lei  /  E  d' Athene,  e  di 
Sparta,  e  di  Corinto,  E  di  Smirna,  e 
di  Rodo  i  bronzi,  e  i  marmi,  /  Come 
in  loda  di  lei  saggio  pastore  /  Ha 
scritto  gentilmente."  (p.  29).  See  also 
below  Appendix  IV. 

73.  See  Appendix  I. 
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1.  William,  Duke  of  Devonshire 
(1749-181 1):  marble  bust  by  Joseph 
Nollekens,  R.A.,  (1737-1823),  height 
27'/4  in.  (69.2  cm).  North  Carolina 
Museum  of  Art.  Gift  of  Mr.  and 
Mrs.  Ralph  W.  Gardner.  G.58.11.1 

2.  Nollekens,  Duke  of  Devonshire 
(back  view).  North  Carolina  Museum 
of  Art. 


A  MARBLE  BUST  BY  NOLLEKENS 

by  John  Kenworthy- Browne 


In  1958,  Mr.  and  Mrs.  Ralph  W.  Gardner  of  Shelby,  North 
Carolina,  presented  to  the  Museum  a  marble  portrait  bust  by 
the  English  sculptor  Joseph  Nollekens  (cover,  Figs.  1-4). 
On  the  back  it  bears  his  characteristic  signature  and  the  date 
1812.  The  recent  identification  as  William  Pitt  is  now  known  to 
be  incorrect;  it  is  a  portrait  of  the  5th  Duke  of  Devonshire. 

This  sets  a  problem.  The  Duke  died  in  1811,  aged  sixty- 
two;  yet  here  is  a  portrait  of  a  comparatively  young  man. 
Hence,  it  is  either  a  "retrospective"  work,  modelled  and  carved 
after  the  Duke's  death,  or  a  later  version  of  a  bust  modelled 
nearly  thirty  years  before.  As  yet  there  is  no  evidence  to  prove 
either  of  these  conclusions,  but  the  author  believes  that  the 
former  is  correct. 

Four  examples  of  the  work  are  known.  The  first,  which  we 
may  take  to  be  the  original,  is  at  Chatsworth  House,  Derby- 
shire (England),  the  great  country  house,  originally  built  by 
"Bess  of  Hardwick,"  that  is  still  owned  by  her  descendants, 
the  Dukes  of  Devonshire.  The  second  was  bought  by  the  Prince 
Regent  (George,  Prince  of  Wales,  and  later  King  George  IV) 
in  April  1812  for  120  guineas  and  is  today  in  the  Royal 
collection  at  Windsor  Castle  (Fig.  5).  The  third  version  is 
the  work  before  us;  a  fourth  appeared  in  April  1976  at  the 
Heim  Gallery,  London.  All  of  them  are  signed  and  dated  1812. 


3-4.  Nollekens,  Duke  of  Devonshire. 
North  Carolina  Museum  of  Art. 

5.  The  Duke  of  Devonshire:  Nollekens's 
bust,  dated  1812,  in  the  Royal 
Collection,  Windsor  Castle.  By 
gracious  permission  of  Her  Majesty 
the  Queen.  Copyright  reserved. 
Photograph:  Courtauld  Institute, 
London. 


5. 


Very  few  contemporary  references  to  this  bust  have  been 
found.  It  was  mentioned  by  Nollekens's  biographer, 
J.  T.  Smith  (of  whom  more  will  be  said  shortly),  but  the  plaster 
model  did  not  appear  among  the  studio  effects  sold  after  the 
sculptor's  death.  In  W.  H.  Pine's  superbly  illustrated  book, 
Royal  Residences  (1819),  the  Windsor  bust  is  mentioned, 
with  three  others,  as  being  in  the  octangular  Vestibule  at 
Carlton  House.  The  Chatsworth  bust  is  mentioned  in  the 
Handbook  to  Chatsworth  and  Hardwick  (1845),  a  delightful 
guide  written  for  private  circulation  by  the  6th  Duke  of 
Devonshire  that  deserves  to  be  reprinted. 

One  other  example  is  recorded,  and  since  I  believe  this  to 
be  the  actual  bust  at  Raleigh  it  may  be  described  in  some  detail. 
The  first  Lord  Yarborough  (1749-1823),  one  of  Nollekens's 
early  friends  and  his  most  constant  patron  (Fig.  6),  bought 
from  him,  over  a  long  period,  a  collection  of  fifteen  portrait 
busts  of  eminent  men.  Although  these  included  busts  of 
Newton,  Pope,  and  Sterne,  they  were  mostly  of  statesmen, 
and  chiefly  of  the  Whig  party.  The  list  is  recorded  in  An 
Antiquarian  Ramble  in  the  Streets  of  London  (1846),  edited 
by  Charles  Mackay  but  based  on  an  unpublished  draft  by 
J.  T.  Smith,  who,  besides  his  famous  biography  of  Nollekens, 
is  still  remembered  for  his  love  of  curious  London  sights  and 
his  tireless  pursuit  of  circumstantial  detail.  In  this  book  we 
read  that  in  the  gallery  leading  to  the  hall  of  Lord  Yarborough's 
town  house,  17  Arlington  Street,  St.  James's  (London),  the 
marble  bust  of  the  late  Duke  of  Devonshire  stood  with  others 
of  the  Marquess  of  Rockingham,  Sir  George  Saville,  the 
Earl  of  Leicester,  the  Duke  of  Bedford,  Fox,  Pitt,  etc.,  etc.  In 
the  1930s,  Lord  Yarborough's  house  and  the  others  adjoining 
it  were  replaced  by  an  unworthy  block  of  flats  that  incorporates 
the  Caprice  restaurant.  Meanwhile,  the  sculptures  had  been 
sold  at  Christie's.  By  then  most  of  their  identifications  had 
been  lost,  and  the  errors  and  ambiguities  of  the  sale  catalogue 
are  a  witness  to  the  small  importance  that  was  attached  to 


6.  The  1st  Lord  Yarborough  (1749- 
1823),  who  perhaps  owned  the 
Museum's  bust  of  the  Duke  of  Devon- 
shire. Marble  bust  by  Nollekens, 
ca.  1775,  height  54  cm.  By  permission 
of  the  Earl  of  Yarborough,  Brocklesby 
Park,  Lincolnshire,  England. 


sculpture  at  that  time.  However,  lot  151  in  Christie's  sale  of 
July  11,  1929,  was  probably  correctly  described  as  the  "Duke 
of  Devonshire,"  and  was  sold  to  "Lady  Toler"  for  14  guineas. 
Its  subsequent  history  has  not  been  traced,  but  it  may  well  have 
passed  first  to  Mr.  Gardner,  and  then  to  the  Museum. 

The  sculptor,  Joseph  Nollekens  (1737-1823),  was  a  highly 
respected  artist  in  his  day,  and  because  of  his  placid  and 
genial  disposition  he  was  a  popular  maker  of  portrait  busts 
(Fig.  7).  However,  to  posterity  he  has  long  been  a  figure  of 
fun  because  of  the  mischievous  biography,  Nollekens  and 
His  Times  (1827),  written  by  John  Thomas  Smith.  Smith,  who 
had  known  Nollekens  all  his  life,  had  apparently  been  promised 
substantial  legacies  by  the  enormously  wealthy  sculptor,  but 
after  the  will  became  known,  the  only  benefit  he  received  was 
a  fee  of  £100  for  acting  as  Executor. 

Nollekens  and  His  Times  is  an  indispensable  source  book 
for  any  study  of  London  of  the  period.  The  endless  anecdotes 
of  the  artistic  world  contain  much  that  is  true,  much  that  is 
half  true,  and  a  great  number  of  errors.  Full  of  amusing  but 
wicked  gossip,  it  shows  Nollekens  in  the  worst  possible  light, 
ridiculing  his  miserly  habits,  his  squalid  home  life  and  his 
"natural  imbecility."  It  is  certainly  true  that  he  had  no  great 
intellect,  and  for  this  reason  he  was  sometimes  spoken  of 
slightingly  by  the  more  earnest  neo-classical  sculptors,  Banks 
and  Flaxman.  Yet  until  the  ascendency  of  Sir  Francis  Chantrey, 
Nollekens  was  acknowledged  to  be  unrivalled  in  portrait  busts. 
Without  question  he  was  the  best  in  this  genre  during  the 
long  interval  that  elapsed  between  the  baroque  portraits  of 
Rysbrack  and  Roubiliac,  and  the  noble,  elevated  style  of 
Chantrey.  In  a  working  life  of  over  fifty  years  (between  1764 
and  1816),  Nollekens  made  over  200  portraits,  as  well  as 
mythological  statues  and  many  monuments.  In  1830,  Allan 
Cunningham  (a  pupil  of  Chantrey)  justly  described  his  portrait 
style  as  "unaffected  and  elegant  . . .  simple  without  weakness, 
and  serene  without  austerity.  . . .  The  chief  attraction  about  his 


7.  Joseph  Nollekens,  R.A.  (1737- 
1823)  with  his  bust  of  Charles  James 
Fox.  Oil  painting  by  L.  F.  Abbott, 
ca.  1792.  National  Portrait  Gallery, 
London. 


busts  was  ease  and  simplicity  —  the  chief  defect  is  want  of 
dignity  and  sentiment." 

As  a  young  man,  Nollekens  went  to  Rome  for  nine  years 
to  study  ancient  and  modern  sculpture.  It  was  there  that  he 
made  his  first  portrait  bust,  this  being  of  the  actor  David 
Garrick.  He  came  to  know  many  Englishmen  on  their  Grand 
Tour,  and  when  he  made  a  bust  of  the  writer  Lawrence 
Sterne,  he  sent  it  to  London  for  exhibition  in  1767,  where  it 
immediately  established  his  reputation.  His  first  exhibit  at  the 
Royal  Academy  after  his  return  to  England  late  in  1770  was  a 
bust  of  the  aged  and  corrupt  statesman,  Lord  Holland  (father 
of  Charles  James  Fox),  which  Horace  Walpole  described  as 
"very  like."  Nollekens's  facility  in  modelling  lively  portraits  led 
to  a  revival  of  the  art,  which  was  then  going  out  of  fashion  for 
lack  of  sufficiently  able  sculptors.  The  long  list  of  famous  men 
that  he  sculpted  throughout  the  reign  of  King  George  III  is  an 
impressive  one,  and  his  studio  in  Mortimer  Street  was 
described  as  "a  fashionable  lounge  for  individuals  of  the 
highest  rank,"  where  visitors  were  always  welcome  to  see  the 
latest  additions  to  his  gallery  of  eminent  persons.  It  is  not 
surprising  that  over  the  years  he  came  to  make  a  number  of 
portraits  of  leaders  of  the  Whig  party,  composed  as  it  was  of 
many  great  landed  families;  several  of  these  Whig 
aristocrats  acquired  collections  or  whole  galleries  of  his 
portraits.  Among  such  patrons  were  Lord  Yarborough,  the 
Earl  Fitzwilliam,  the  Duke  of  Rutland,  and  the  Duke  of 
Bedford.  From  1808  the  Prince  Regent  also  became  his  patron, 
and  thirteen  busts  by  Nollekens,  including  that  of  the  Duke  of 
Devonshire,  are  to  be  seen  at  Windsor  today. 

William  Cavendish,  5th  Duke  of  Devonshire  (1748-1811) 
is  an  elusive  personality.  The  only  biography  of  him  that  exists 
is  the  short  Sketch  of  the  Character  of  the  late  Duke  of 
Devonshire  (1811),  written  by  Robert  Adair  and  commis- 
sioned by  his  widowed  second  wife,  the  Duchess  Elizabeth  — 
who  is  better  known  in  England  as  Lady  Elizabeth  Foster.  The 
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Duke  was  heir  to  one  of  the  greatest  of  all  Whig  heritages.  At 
the  start  of  his  career  he  had  allied  himself  to  the  "Rockingham 
Whigs"  —  those  who  wished  to  end  the  American  War  —  and 
later  he  was  one  of  the  ever  diminishing  group  who  supported 
Charles  James  Fox.  Adair  wrote  that  the  Duke  had  "a  delib- 
erate resolution  of  mind,  grounded  on  a  love  of  justice  . . . 
and  an  uncommonly  retentive  memory."  The  regettable  fact 
that  he  spoke  in  the  House  of  Lords  only  twice  was  attributed 
to  his  shyness  and  diffidence;  his  views  were  sound  and 
sensible,  and  Fox  "often  named  the  Duke  of  Devonshire  as 
the  man  whose  judgment  he  preferred  to  almost  any  person 
living."  Another  who  greatly  appreciated  his  advice  was  the 
Prince  of  Wales,  "by  whom  he  was  loved  and  honoured,  and 
who  now  deplores  in  him  the  loss  of  a  firm  support  and  an 
honest  councillor  of  his  future  throne." 

He  was  one  of  the  wealthiest  men  in  England.  His  first 
Duchess,  the  beautiful  Georgiana  Spencer,  was  hostess  at  the 
legendry  Devonshire  House  soirees  during  the  1780s.  "Here," 
to  quote  Lord  David  Cecil,  "in  the  flesh,  was  the  exquisite 
eighteenth  century  of  Gainsborough,  all  flowing  elegance,  and 
melting  glances  and  shifting  silken  colour."  At  this  great  house 
in  Piccadilly,  where  the  Prince  of  Wales  was  a  constant  visitor, 


8.  Devonshire  House  in  Piccadilly, 
London.  The  house  was  built  by 
William  Kent  in  1734-35  and 
demolished  in  1924.  Engraving  by 


the  beau  monde  "prized  warmth  and  delicacy  of  feeling, 
abhorred  cynicism,  vulgarity  and  harshness."  They  listened  to 
music  and  wrote  poems,  they  danced  and  gambled  till  dawn. 
It  is  a  little  difficult  to  visualize  the  Duke  as  host  in  so  rarified 
an  atmosphere.  Though  he  was  intelligent,  well  read,  and  a 
poet  of  some  talent,  he  is  always  said  to  have  been  aloof  and 
cold  in  manner.  Adair  wrote  that  "his  modesty  produced  in 
him  such  an  habitual  shyness  as  to  make  him  renounce  every 
degree  of  action  that  required  an  effort."  Diffidence  and 
idleness  were  clearly  equally  dominating.  Here  is  the  Duchess 
Georgiana  writing  to  their  son  and  heir,  the  Marquess  of 
Hartington  (and  future  6th  Duke),  then  aged  fifteen.  The  letter 
is  dated  March  9,  1806,  just  three  weeks  before  her  death: 
Dear  Hart,  banish  but  indolence,  and  add  but  a  little 
activity  to  this  character  of  your  dear  father  and  you  will 
bring  back  the  only  thing  he  wanted  —  power  to  conquer 
idle  habits  and  to  make  the  virtues  that  endear'd  him 
to  the  friends  of  use  to  his  county. 
When  the  Duchess  wrote  this,  she  was  only  "the  wreck  of 
her  former  self,  melancholy,  abstracted,  and  with  her 
figure  gone."  For  very  many  years  the  Duke  had  fallen  out  of 
love  with  her,  and  the  household  was  kept  in  equilibrium  only 
by  the  presence  of  Lady  Elizabeth  Foster,  who  became  not 
only  the  dearest  friend  of  Georgiana  but  also  —  probably 
from  about  1785  —  the  mistress  of  the  Duke  (Fig.  9).  This 
menage  a  trois  is  one  of  the  more  intriguing  scandals  of  a 
scandalous  age,  and  many  hard  things  that  have  been  said  of 
Lady  Elizabeth  are  certainly  unjust.  Penniless  she  was,  but 
lovely,  fascinating,  intelligent,  and  hopelessly  tactless.  She 
genuinely  loved  both  the  Duke  and  Duchess,  who  had 
befriended  her  when  she  was  friendless,  and  her  motives  were 
certainly  not  all  calculated  and  scheming.  However,  when  the 
widowed  Duke  finally  married  her  in  1809,  she  was  deserted  by 
nearly  all  her  remaining  allies  —  except  the  Prince  Regent  to 
whom  she  always  remained  his  "dearest  Duchess." 


9.  Georgiana,  Duchess  of  Devonshire 


(right)  with  Lady  Elizabeth  Foster 
(later  Duchess  of  Devonshire), 
miniature,  painted  in  Paris  in  1791 
by  Jean-Urbain  Guerain  (1764-1836), 
9.4  x  7  cm.  Reproduced  by  permis- 
sion of  the  Trustees  of  the  Wallace 
Collection,  London. 


We  must  now  assume  that  Nollekens  modelled  the  Duke's 
bust  soon  after  his  death  in  London  on  July  29,  1811,  and  we 
may  also  assume  that  the  original  version  at  Chatsworth  was 
paid  for  by  the  young  6th  Duke,  then  twenty-one  years  old. 
But  the  order  for  it  more  probably  originated  with  the  Duchess, 
who,  moreover,  may  well  have  persuaded  the  Prince  to  order 
the  second  copy  at  the  same  time.  This  would  not  have  been  the 
only  posthumous  portrait  that  she  commissioned.  It  is 
paralleled  by  an  engraving  of  the  Duke  by  Henry  Meyer,  dated 
1811  (Fig.  10),  which  is  the  frontispiece  to  Adair's  Sketch  of  his 
character  that  was  mentioned  above.  The  engraving  shows  the 
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10.  The  Duke  of  Devonshire:  stipple 
engraving  by  Henry  Meyer,  1811. 
British  Museum. 

11.  The  Duke  of  Devonshire:  mezzotint 
by  John  Raphael  Smith  after  Sir 
Joshua  Reynolds,  1776.  British 
Museum. 


Duke,  not  in  old  age,  but  young,  handsome,  almost  vital  — 
younger  in  fact  than  he  had  been  when  she  first  knew  him  in 
1782.  Meyer's  engraving  is  obviously  based  on  the  oil  portrait 
by  Sir  Joshua  Reynolds  that  had  been  exhibited  at  the  Royal 
Academy  in  1776,  the  Duke  having  then  been  just  twenty-six. 
As  so  often  with  Reynold's  works,  this  painting  shows 
a  surprising  insight  into  the  Duke's  character.  A  newspaper 
critic  of  the  time  wrote  of  it:  "whether  owing  to  his  Grace  or 
the  Artist  we  cannot  say,  but  there  is  a  beggarly  kind  of 
madness  in  the  former."  There  is  less  ambiguity  about 
Meyer's  posthumous  portrait,  which  is  debonair  and  self- 
assured. 

When  sculptors  made  posthumous  portrait  busts,  they 
used  for  guidance  either  paintings  or  engravings,  or  death 
masks.  Nollekens  may  well  have  used  both.  The  marble  bust 
has  obvious  similarities  with  Reynolds's  painting,  and 
surely  he  must  have  had  it,  or,  more  probably,  the  fine 
mezzotint  by  Raphael  Smith  (Fig.  11),  before  him  as  he 
modelled  the  features.  On  the  other  hand,  he  has  made  the 
Duke  appear  rather  older  —  a  man,  perhaps,  in  his  mid- 
thirties.  The  neck  is  firm,  the  eyes  hint  at  "bags,"  and  the 
nose  and  lower  face  tend  towards  incipient  fullness.  This  is 
not  the  young  cavalier  of  Meyer's  portrait,  but  a  mature  man 
of  responsibility. 

There  is  no  definite  evidence  that  a  death  mask  was 
made,  but  it  seems  probable.  This  was  a  common  practice 
throughout  the  eighteenth  century,  and  J.  T.  Smith  recalled 
that  Nollekens  always  had  his  modelling  materials  and  tools 
ready,  in  order  to  take  a  cast  in  plaster  of  a  dead  person's  face 
at  a  moment's  notice.  Some  of  Nolleken's  best-known  portraits 
were  made  by  this  means,  including  those  of  Sir  George  Saville 
(1784),  William  Pitt  (1806),  and  Spencer  Perceval  (1813). 
We  know,  also,  that  he  took  a  death  mask  of  the  Duchess 
Georgiana  in  1806,  and  another  the  same  year  of  C.  J.  Fox 
who  had  died  at  the  Duke's  house  at  Chiswick.  Neither  of 


12.  The  Duke  of  Devonshire  in  his 
later  years:  engraving  by  C.  Warren. 


12. 


these,  however,  resulted  in  a  portrait  bust,  their  faces  being 
too  much  distorted  by  age,  death  and  disease. 

A  death  mask  would  faithfully  reproduce  the  bone 
structure  of  the  face,  jaw,  and  forehead.  But  the  Duke  had 
grown  corpulent  by  his  sixty  third  year  (Fig.  12),  and  the 
marble  bust  shows  him  as  he  would  have  been  in  his  prime. 
Exactly  how  Nollekens  would  have  reconstructed  the  features 
we  do  not  know,  but  cases  are  recorded  in  which  the  relatives 
of  the  deceased  sat  by  to  advise  him  while  he  was  actually 
modelling  the  face  in  clay.  We  may  easily  imagine  the  Duchess 
coming  anxiously  to  the  studio  to  fuss  and  make  sure  that  the 
resulting  portrait  should  be  a  realistic  and  worthy  monument. 
A  study  of  the  work  suggests  that  it  was  in  fact  made  in 
this  way. 


The  attitude  with  the  upward  turn  of  the  head,  though  lofty 
and  aristocratic,  tends  towards  stiffness  and  is  not  quite  natural. 
The  nose  corresponds  well  with  the  Reynolds  portrait;  the 
bone  structure,  though  firm  and  well  defined,  slightly  less  so. 
The  expression  is  bold  and  determined,  yet  it  just  misses  the 
character  and  vitality  that  should  have  been  conveyed  had  the 
bust  been  made  from  the  life.  In  all  other  respects,  this  bust  is 
typical  of  Nollekens's  work.  Nobody  knew  better  than  he  the 
resources  of  his  art;  yet  his  busts  show  one  recurring  weakness, 
namely  in  the  eyes,  which  he  never  fully  mastered.  The 
"antique  manner,"  with  short  natural  hair,  and  a  cloak  draping 
the  shoulders,  is  one  that  Nollekens  had  adopted  from  his 
earliest  practice;  thus  from  their  style  alone,  such  busts  are 
often  hard  to  date.  Still,  the  early  portraits  tend  to  be  more 
realistic  and  deeply  cut,  the  features  well  pronounced,  and  the 
eyes  large,  while  from  about  1800  he  tended  more  towards  a 
classical  style:  contours  were  generalised,  and  the  sitters  were 
often  given  a  reposed,  contemplative  expression  achieved  by 
simplicity  in  the  modelling.  The  Duke's  bust  has  the  appearance 
of  being  a  late  model. 

When  Nollekens  made  the  bust  he  was  already  seventy-five 
years  old.  Yet  he  continued  working  until  1816,  and  during  his 
last  seven  years  he  produced  some  thirty  new  portraits,  among 
which  (Cunningham  noted)  were  included  some  of  the  best  and 
most  valuable  of  his  works.  The  Museum  is  fortunate  in 
possessing  this  fine  marble  portrait,  and  its  interest  lies  as  much 
in  its  representing  a  chapter  of  English  history  as  in  its  quality 
as  a  work  of  art. 

(John  Kenworthy- Brown  is  currently  working  on  a  monograph  on  The  Life  and 
Works  of  Joseph  Nollekens.J 


1.  Tilmann  Riemenschneider  (ca.  1460- 
1531),  St.  Catherine,  ca.  1505-1510, 
North  Carolina  Museum  of  Art, 
Raleigh. 


RIEMENSCHNEIDER'S  ST.  CATHERINE 
IN  THE  NORTH  CAROLINA  MUSEUM  OF  ART 


by  Justus  Bier 


In  1962,  when  the  North  Carolina  Museum  of  Art  in  Raleigh 
organized  the  first  exhibition  of  sculptures  by  Tilmann 
Riemenschneider  to  be  held  in  this  country,1  the  museum  did 
not  own  any  work  by  this  great  German  master.  At  one  time 
the  acquisition  of  a  Riemenschneider  fragment  had  been 
considered,  but  the  work  in  question,  an  early  Riemenschneider 
group  of  figures  representing  three  of  the  "Helpers  in  Need," 
went  ultimately  to  New  York,  into  The  Cloisters  Museum  in 
Fort  Tryon  Park,  which  houses  a  significant  part  of  the 
Metropolitan  Museum  of  Art's  medieval  collection.2  Five  years 
after  that  exhibition,  however,  another  opportunity  to  acquire 
a  sculpture  by  Riemenschneider  occurred,  and  as  a  result  of 
the  quick  action  of  the  Museum  Board,  a  superb  figure  of  a 
female  saint,  by  Riemenschneider's  own  hand  (Cover,  Figs.  1-3), 
came  into  the  possession  of  the  North  Carolina  Museum 
of  Art.3  The  following  brief  discussion  of  the  Raleigh  figure 
begins  with  its  physical  description. 

St.  Catherine  bears  a  crown  on  her  head  signifying  her 
royal  lineage.4  In  her  left  hand  the  saint  holds  a  drawn  sword 
as  symbol  of  her  martyrdom;  the  sword  is  held  by  the  hilt, 
above  the  block  from  which  the  quillons  forming  the  sword 
guard  extended  to  the  right  and  left  before  they  broke  off.  It 


is  now  known  that  both  the  hand  and  sword  are  restorations 
made  in  the  early  years  of  this  century.5  The  finely  articulated 
right  hand  of  the  figure  holds  an  open  book.  The  extreme 
corner  of  this  book,  pointing  towards  the  right  shoulder,  has 
been  skillfully  appended  —  either  as  restoration  of  some  damage 
or,  more  probably,  as  an  addition  Riemenschneider  himself 
made  when  he  found  that  the  block  out  of  which  he  carved  the 
figure  did  not  extend  far  enough. 

St.  Catherine  has  slung  around  her  a  mantle-cloak. 
Following  the  fashion  of  the  times,  the  cloak  is  rectangular  in 
shape  and  is  draped  around  the  figure  without  any  fastening. 
One  end  of  the  cloak  is  pressed  against  the  saint's  waist  by  the 
hand  holding  the  book.  This  produces  a  group  of  folds  that 
radiate  towards  the  ground.  On  the  left  side  of  the  figure  the 
edge  of  this  mantle-cloak  folds  outwards  while  on  the  right,  the 
corner  opens  up  in  an  ear-like  fold.  The  dress  St.  Catherine 
wears  under  her  cloak  has  a  low,  V-shaped  neck,  with  a  narrow 
border,  in  which  a  small  part  of  her  shirt  becomes  visible.  Wide 
sleeves  fall  to  the  wrists.  The  bodice  is  tightly  gathered  in  at  the 
waist,  producing  a  flare  of  rectangular  folds  that  jut  forward 
and  create  deep  shadows  between  them.  The  skirt  of  the  dress 
reaches  to  the  ground  and  can  be  seen  in  the  gap  between  the 
two  parts  of  the  mantle-cloak. 

St.  Catherine  stands  with  her  weight  on  her  right  leg;  the 
left  leg  is  relaxed  and  slightly  bent,  with  the  knee  becoming 
apparent  under  the  cloak.  The  tip  of  her  left  foot  appears 
between  dress  and  cloak,  to  the  right  of  and  slightly  behind 
the  point  of  the  sword.  The  beautiful  oval  face  of  the  saint 
turns  a  little  to  the  left.  Her  eyes  are  lifted  from  the  book  and 
gaze  into  the  distance.  Though  partially  rubbed  off,  the  grey 
and  black  tinting  indicating  pupil  and  iris  is  still  visible.  The 
sensitive  nose  has  a  small  saddle  and  a  slight  thickening  at  the 
tip  above  the  nostrils.  Small,  neatly  formed  lips  are  pursed 
above  a  pointed  chin,  and  both  ear  lobes  are  just  visible  beneath 
the  heavy  coils  of  thickly  braided  hair.  The  crown  gives  the 


3.  Tilmann  Riemenschneider,  St. 
Catherine,  North  Carolina  Museum 
of  Art. 


appearance  of  being  a  flexible  band,  since  it  fits  the  shape  and 
follows  the  line  of  her  head  and  braids.  Five  pierced,  cross- 
shaped  leaves  decorate  the  crown;  the  three  in  front  are 
complete,  whereas  the  two  lateral  ones  have  parts  broken  off. 
The  sixth  leaf,  which  completed  the  crown  and  is  seen  still 
intact  in  a  1918  illustration  of  the  figure,  is  missing  entirely.  A 
fringed  lappet  or  streamer  is  attached  to  the  back  of  the  crown. 
Part  of  this  lappet  can  be  seen  from  the  front,  where  it  falls  a 
little  below  the  coils  of  hair. 

The  identity  of  the  figure,  in  its  restored  form,  as  St. 
Catherine  of  Alexandria  can  be  established  from  the  combina- 
tion of  attributes  shown:  the  crown,  the  sword,  and  the  book. 
All  three  symbols  can  be  found  in  the  numerous  representations 
of  this  saint  in  Gothic  and  Renaissance  art.  Though  perhaps  an 
entirely  mythical  figure,  St.  Catherine  was  much  loved  and 
revered  in  the  Middle  Ages,  both  in  the  East  and  later,  from  the 
time  of  the  Crusades  on,  also  in  western  European  countries. 
As  mentioned  earlier,  the  crown  symbolizes  St.  Catherine's 
royal  blood,  the  book  her  great  learning,  and  the  sword  the 
instrument  of  her  final  martyrdom.  According  to  the  legend, 
which  is  told  with  many  variations,  Catherine  was  a  Christian 
princess  of  great  beauty  and  knowledge  who  successfully 
defended  her  faith  against  the  Emperor  Maxentius  and  his 
philosophers  but,  because  of  her  refusal  to  marry  the  Emperor, 
was  then  subjected  to  various  torments  and,  when  she 
miraculously  survived  these,  was  beheaded.  The  saint's  other 
special  attribute,  appearing  in  many  of  her  representations  but 
not  included  here,  is  a  spiked  wheel.  This  refers  to  her  alleged 
earlier  ordeal  at  the  hands  of  the  Emperor,  when,  bound 
between  spiked  wheels  and  destined  to  be  torn  to  pieces,  she 
was  supposedly  saved  only  just  in  time  by  an  angel  of  the  Lord 
and  a  burst  of  heaven-sent  flame  that  destroyed  the  wheels.6 

As  it  appears  now,  the  figure  of  St.  Catherine  has  the 
deep,  golden-brown  tone  of  natural  lindenwood  that  has  been 
darkened  by  preservative  treatment  with  wax.  Traces  of  white 


color  are  visible  on  the  back  of  the  figure,  and  though  one 
might  be  tempted  to  assume  from  this  that  the  figure  was 
originally  polychromed,  it  is  more  likely  that  these  traces 
resulted  from  accidental  splashing  during  whitewashing  of  a 
nearby  area  at  some  time,  perhaps  the  pier  of  a  church  against 
which  the  statue  might  have  been  placed.  Whenever  possible 
Riemenschneider  preferred  to  leave  his  finished  sculptures 
unpainted;7  when  polychroming  was  required,  this  work  had  to 
be  done  in  a  painter's  workshop,  in  keeping  with  an  ordinance 
by  the  City  Council  of  Wiirzburg.  Riemenschneider,  as  a 
member  of  the  Guild  of  St.  Luke,  had  to  submit  to  this  ordi- 
nance. Its  purpose  was  a  kind  of  fair  labor  practice  that  would 
spread  out  work  among  different  types  of  workshops,  providing 
in  this  case  a  livelihood  for  painters  also. 

The  loss  of  the  original  left  hand  of  the  figure  is  the  only 
serious  damage  the  work  has  sustained.  Losses  of  this  kind  are 
not  uncommon.  In  many  cases  the  hands  were  carved  from 
separate  pieces  of  wood  and  set  into  the  sleeves;  they  were 
therefore  particularly  susceptible  to  loss  or  breakage.8  Apart 
from  this  and  the  minor  damage  to  the  crown  and  restored 
sword  mentioned  above,  the  statue  is  in  remarkably  good 
condition.  The  back  of  the  figure  is  partially  hollowed  out 
where  there  were  soft  strains  in  the  wood,  and  to  a  large  extent 
this  has  prevented  the  surface  from  cracking  by  allowing  the 
wood  to  dry  out  evenly.  As  in  many  lindenwood  sculptures, 
wormholes  are  much  in  evidence;  some,  on  the  face  and  neck  in 
particular,  have  been  filled  in  with  pre-tinted  wood  putty  of  a 
slightly  darker  color.  Still  visible  on  the  head  of  the  figure  is  the 
hole  where  an  iron  spike  was  fitted  during  the  process  of 
carving.  Two  such  spikes,  one  at  each  end,  held  the  figure  in 
a  horizontal  position  and  allowed  it  to  be  rotated  as  the  carving 
required.  The  bottom  hole  is  now  covered  by  a  small  wooden 
plate  attached  to  the  figure  with  wooden  pegs,  in  order  to  give 
the  statue  a  more  secure  base.9 


Unfortunately,  nothing  definite  is  known  about  the  original 
location  of  the  St.  Catherine  or  about  its  provenance  prior  to 
the  end  of  the  last  century.  The  fact  that  the  figure  is  not  carved 
in  the  round,  but  is  flat  at  the  back  and  hollowed  out,  together 
with  the  traces  of  white  color,  would  make  it  likely  that  (as  we 
have  suggested  earlier)  the  statue  was  intended  to  be,  and  was 
in  fact,  placed  against  one  of  the  piers  of  a  church,  with  a 
baldachin  above  and  a  bracket,  probably  displaying  the  donor's 
coat  of  arms,  below. 10  Another  possibility  —  taking  into 
account  the  unworked  back  —  is  that  the  figure  was  made  to 
stand  in  the  shrine  of  an  altarpiece,  where  it  would  also  be 
viewed  only  from  the  front.  Images  of  St.  Catherine,  frequently 
paired  with  St.  Barbara,  are  often  found  in  small  shrines,  the 
two  figures  flanking  a  statue  of  the  Virgin  and  Child.11 

The  St.  Catherine  was  acquired  by  the  North  Carolina 
Museum  of  Art  from  the  New  York  Art  Market.  It  was  formerly 
owned  by  the  late  Dr.  Franz  Haniel,  a  resident  of  Munich  and 
a  noted  collector  and  connoisseur  of  Late-Gothic  South  German 
sculpture.  At  the  end  of  the  last  century  the  figure  formed  part  of 
the  extensive  collection  of  Wilhelm  Gumprecht  of  Berlin.  While  in 
this  collection  the  statue  was  included  in  two  exhibitions,  held 
in  Berlin  in  1898  and  1904,  of  works  from  private  Berlin  collec- 
tions; the  figure  then  appeared  holding  a  chalice  in  the  left 
hand  (see  note  5).  In  1918,  with  the  rest  of  the  Gumprecht 
collection,  the  figure  —  by  then  appearing  as  it  does  now,  with 
the  left  hand  holding  the  sword  —  was  sold  at  auction  in  Berlin. 
It  must  have  been  at  this  time  or  shortly  afterwards  that  Dr. 
Haniel  acquired  the  statue.12 

In  our  judgment,  the  figure  of  St.  Catherine  as  it  exists  in 
its  original  state  must  be  considered  a  work  entirely  by  Riemen- 
schneider's  own  hand.13  Every  detail  of  the  original  figure, 
including  the  face  and  right  hand  in  particular,  attests  its  auto- 
graph origin,  and  there  is  nothing  to  indicate  the  help  of 


4.  Tilmann  Riemenschneider,  St.  Dor- 
othea from  the  Marienkapelle  in 
Wiirzburg,  ca.  1500-1505.  Destroyed 
in  1945. 


assistants  in  the  execution  of  the  piece.  Equal  in  quality  to  the 
famous  statue  of  St.  Dorothea  from  an  altarpiece  in  the 
Marienkapelle  in  Wiirzburg  (Fig.  4),  the  St.  Catherine  may  well 
be  considered  one  of  the  finest  representations  of  a  female  saint 
by  Riemenschneider.  In  light  of  the  wartime  destruction  of  the 
Dorothea  figure,  which  was  lost  when  the  interior  of  the 
Marienkapelle  burned  during  the  conflagration  of  Wiirzburg  in 
1945,  the  discovery  and  preservation  of  the  St.  Catherine  statue 
is  particularly  fortunate.14 

Though  the  figure  itself  is  undocumented,  stylistic 
comparison  with  other  works  by  Riemenschneider,  some  of 
which  are  documented,  help  place  it  in  the  master's  oeuvre.  In 
its  general  bearing  and  elegant  air,  and  in  the  shape  of  the  face 
and  the  style  of  the  hair,  the  image  of  St.  Catherine  bears  a 
distinct  resemblance  to  the  relief  figure  of  St.  Cunegund  on  the 
lid  of  the  sarcophagus  of  Emperor  Henry  II  and  Empress 
Cunegund  in  Bamberg  Cathedral  (Fig.  5). 15  The  commission 
for  this  sarcophagus  took  fourteen  years  (1499-1513)  to 
execute.  The  lid  appears  to  have  been  the  first  part  of  the  tomb 
to  be  worked  on  and  was  probably  completed  by  the  middle  of 
1501.  The  image  also  corresponds  to  the  Cunegund  figures  in 
the  reliefs  on  one  side  and  end  of  the  sarcophagus,  particularly 
the  early  relief  of  about  1501-1502,  depicting  Cunegund's 
Ordeal  by  Fire  (Fig.  6).  A  striking  similarity  to  St.  Catherine's 
facial  expression  is  found  even  in  a  much  earlier  work,  namely 
the  statue  of  Eve,  from  the  Marienkapelle  in  Wiirzburg  (Fig.  7). 
This  figure  was  commissioned  in  1491  and  completed  by  1493; 
with  the  companion  figure  of  Adam  it  is  now  in  the  Mainfran- 
kisches  Museum  in  Castle  Marienberg,  above  Wiirzburg,  on 
permanent  loan  from  the  Marienkapelle  Foundation.  It  is, 
however,  in  a  relatively  late  work  by  Riemenschneider  —  the 
figure  of  Mary  in  the  shrine  of  the  Altarpiece  of  the  Assumption 
of  the  Virgin,  of  about  1505-1510,  in  the  Creglingen  Herrgott- 
skirche  (Fig.  8)  —  that  we  find  the  closest,  most  convincing, 
similarity  to  the  features  of  St.  Catherine. 


5.  Tilmann  Riemenschneider,  Tomb 
of  Emperor  Henry  II  and  Empress 
Cunegund  (1499-1513).  Lid  1499- 
ca.  1501,  Bamberg  Cathedral. 

6.  Tilmann  Riemenschneider,  Cune- 
gund's  Ordeal  by  Fire,  ca.  1501- 
1502.  Relief  on  the  Tomb  of 
Emperor  Henry  II  and  Empress 
Cunegund,  Bamberg  Cathedral. 


7.  Tilmann  Riemenschneider,  detail 
of  the  figure  of  Eve  from  the  Marien- 
kapelle  in  Wiirzburg,  1491-1493, 
Mainfrankisches  Museum,  Wiirzburg. 

8.  Tilmann  Riemenschneider,  detail  of 
the  figure  of  Mary  in  the  shrine  of 
the  Altarpiece  of  the  Assumption  of 
the  Virgin,  ca.  1505-1510,  Herrgott- 
skirche,  Creglingen. 


9.  Tilmann  Riemenschneider,  St. 
Barbara,  1480s,  Roselius-Haus. 
Bremen. 

10.  Tilmann  Riemenschneider,  St. 
John  the  Baptist,  before  1490,  Parish 
Church,  Hassfurt. 

11.  Tilmann  Riemenschneider,  Virgin 
and  Child  from  an  altarpiece  in  the 
parish  church  of  Gramschatz,  ca.  1510- 
1515,  Landesgalerie,  Hannover. 


Beyond  the  facial  expression,  the  treatment  of  the  drapery 
is  particularly  important  in  assigning  a  date  to  the  figure.  The 
dominant  motif  of  the  great,  sweeping  curve  of  St.  Catherine's 
mantle  appears  in  Riemenschneider's  work  as  early  as  the 
decade  of  1480-1490:  the  alabaster  statuette  of  St.  Barbara, 
created  in  the  1480s  and  now  in  the  Roselius-Haus  in  Bremen 
(Fig.  9),  is  one  example;  the  statue  of  St.  John  the  Baptist  in 
the  parish  church  of  Hussfurt,  carved  before  1490  (Fig.  10),  is 
another.  The  figure  of  St.  Catherine,  however,  shows  this  motif 
handled  in  a  more  relaxed  and  natural  way.  Similar  assurance 
and  ease  of  treatment  is  apparent  in  the  draperies  of  a  later 
figure,  namely  the  Virgin  and  Child  of  about  1510-1515  from  an 
altarpiece  in  Gramschatz,  now  in  the  Landesgalerie  in  Hannover 
(Fig.  11).  The  deeply  cut  folds  common  to  the  draperies  of  both 
the  Gramschatz  Madonna  and  our  figure  of  St.  Catherine 
definitely  belong  to  Riemenschneider's  mature  period,  covering 
the  years  1503-1510;  so  too  does  the  eloquent  face  of  St.  Cath- 
erine which,  as  the  reflection  of  an  individual  consciousness 
affecting  both  its  physical  and  emotional  expression,  goes  far 
beyond  the  more  restrained  countenances  of  Riemenschneider's 
earlier  figures.  Based  on  these  stylistic  considerations,  a  date 
within  the  later  years  of  the  first  decade  of  the  sixteenth  century, 
about  1505-1510,  may  in  good  faith  be  assigned  to  the  Raleigh 
St.  Catherine. 

(I  would  like  to  thank  Sally  Siewert  and  Inge  Witt  for  their  tireless  and 
enthusiastic  support  and  assistance  in  the  preparation  of  this  article.  My 
thanks  go  also  to  the  National  Endowment  for  the  Humanities,  whose  financial 
help  made  this  contribution  possible.  J.B.) 


Notes      1.  Sculptures  of  Tilmann  Riemen- 
schneider.  North  Carolina  Museum 
of  Art,  Raleigh,  1962. 

2.  Cf.  J.  Bier,  "Riemenschneider's 
Helpers  in  Need,"  The  Metropolitan 
Museum  of  Art  Bulletin,  XXI,  10, 
June  1963,  pp.  317-326. 

3.  Acquisition  No.  68.33.1  Linden- 
wood,  height  37%  in.  (96  cm.),  width 
\2V2  in.  (32  cm.),  depth  8>/4  in.  (22  cm.) 
The  left  hand  and  the  sword  are 
restorations. 

4.  She  was  the  daughter  of  King 
Costus  according  to  The  Golden 
Legend  of  Jacobus  de  Voragine, 
translated  and  adapted  from  the  Latin 
by  Granger  Ryan  and  Helmut 
Ripperger,  New  York,  1969,  p.  709. 

5.  The  figure,  then  in  the  collection 
of  Wilhelm  Gumprecht  of  Berlin,  was 
exhibited  in  Berlin  in  1904,  in  a 
showing  of  German  and  Netherlandish 
wood  sculptures  from  private  collec- 
tions in  Berlin  (Deutsche  und  Nieder- 
landische  Holzbildwerke  in  Berliner 
Privatbesitz,  Herausgegeben  von  der 
Kunstgeschichtlichen  Gesellschaft, 
Berlin,  1904,  No.  60,  PI.  31).  The 
figure  appeared  there  holding  a  chalice 
in  a  left  hand  of  different  shape  and 
was  listed  in  the  catalogue  as  "St. 
Barbara."  The  figure  appeared  in  the 
same  form  in  a  still  earlier  exhibition 
of  works  from  the  Middle  Ages  and 
the  Renaissance  from  private  collec- 
tions in  Berlin,  held  in  Berlin  in  1898 
(Ausstellung  von  Kunstwerken  des 
Mittelalters  und  der  Renaissance  aus 
Berliner  Privatbesitz  veranstaltet  von 
der  Kunstgeschichtlichen  Gesellschaft, 
Berlin,  1898,  No.  233,  p.  46;  see  also 
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p.  77,  PI.  18  in  the  work  published  in 
connection  with  this  exhibition).  The 
figure  was  there  simply  listed  as 
"Weibliche  Heilige"  (Female  Saint). 
It  was  already  in  the  possession  of 
Wilhelm  Gumprecht  at  that  time. 

In  1918  the  Gumprecht  collection 
was  sold  at  auction  in  Berlin,  and  by 
that  time  the  figure  had  acquired  the 
form  it  has  today:  the  left  hand  with 
fingers  extended,  holding  the  sword. 
The  auction  catalogue  lists  the  figure 
as  "Stehende  heilige  Katharina  (?)" 
(Standing  St.  Catherine  ?)  and  further 
states  that  it  appeared  at  the  1904 
Berlin  exhibition  "mit  anders 
erganzter  linker  Hand  und  Kelch" 
(with  differently  restored  left  hand 
and  chalice)  (Fritz  Goldschmidt, 
Die  Sammlung  Wilhelm  Gumprecht, 
Berlin  [auction  catalogue,  March  21 
and  successive  days,  1918]  Berlin, 
1918,  vol.  II,  p.  13,  No.  88  reproduced 
on  PI.  9).  From  this  it  is  clear  that 
the  present  restoration  of  the  left  hand 
holding  the  sword  was  made  some- 
times between  1904  and  1918.  It  is 
also  clear  that  the  prior  form  of  the 
left  hand  holding  the  chalice  was 
likewise  a  restoration  and  not  original 
to  the  figure  either.  As  this  bears  on 
the  iconography  of  the  figure,  a  case 
can  be  made  for  "St.  Catherine,"  on 
the  basis  of  the  two  remaining  original 
attributes  shown,  the  crown  and  book. 
Both  of  these  are  emblems  associated 
with  St.  Catherine  of  Alexandria,  for 
reasons  we  will  discuss  later  in  con- 
nection with  her  legend.  Although 
sword  and  wheel  are  the  attributes 
more  certainly  identifying  this  saint, 
the  combination  of  crown  and  book 
here  is  in  itself  some  reason  to  consider 
the  figure  a  representation  of  St. 
Catherine.  In  view  of  this,  the  restora- 


tion  of  the  sword  may  be  considered 
in  keeping  with  the  true  character  of 
the  figure. 

I  would  like  very  much  to  take 
this  opportunity  to  express  my 
gratitude  to  Dr.  Marianne  Fischer  of 
the  Kunstbibliothek,  Staatliche 
Museen,  Preussischer  Kulturbesitz, 
in  Berlin,  for  her  kindness  in  providing 
the  references  quoted  and  helping 
us  ascertain  the  information  given 
above. 

6.  These  events  are  given  colorful 
expression  in  two  paintings  by  the 
Bolognese  artist  Jacopino  di  Francesco, 
active  ca.  1350-1380,  in  the  Kress 
collection  of  the  North  Carolina 
Museum  of  Art:  Saint  Catherine  of 
Alexandria  Freed  from  the  Wheel  and 
The  Beheading  of  Saint  Catherine  of 
Alexandria. 

7.  For  a  recent  discussion  of  Late 
Gothic  South  German  altarpieces 
without  polychromy  and  gilding,  see 
Marlene  Benko,  "Ungefasste 
Schnitzaltare  der  Spatgotik  in  Siid- 
deutschland,"  unpublished  dissertation, 
Munich,  1969.  For  specific  instances, 
see  Eike  Oellermann,  "Die  Restaurie- 
rung  des  Heilig-Blut-Altares  von 
Tilmann  Riemenschneider,"  24.  Bericht 
des  Bayerischen  Landesamtes  fur 
Denkmalpflege,  Munich,  1966, 

pp.  75-85;  also  Eike  Oellermann,  "Die 
monochromen  Holzbildwerke  des 
Veit  Stoss,"  Maltechnik-Restauro,  3, 
1976,  pp.  173-182;  and  Charles  E. 
von  Nostitz,  Jr.,  "Two  Unpolychromed 
Riemenschneiders  at  The  Cloisters," 
Metropolitan  Museum  Journal,  10, 
1975,  pp.  51-62. 

The  subject  of  the  original  finish 
of  Late  Gothic  wood  sculpture  is 
receiving  considerable  attention  and 


investigation  at  present.  It  is  generally 
held  that  Riemenschneider  was  among 
the  first  to  leave  his  carved  altarpieces 
without  polychromy  and  gilding, 
though  it  is  now  known  that,  at  least 
in  the  cases  of  the  Miinnerstadt, 
Rothenburg  and  Dettwang  altar- 
pieces,  a  monochromatic  pigmented 
"lasur"  (glaze)  was  applied  directly 
to  the  lindenwood  and  must  have 
been  done  in  Riemenschneider's 
workshop. 

8.  An  example  of  this  is  found  in 
Riemenschneider's  St.  Anthony  Hermit 
(Fig.  12)  in  the  Busch-Reisinger 
Museum  in  Cambridge,  Mass. 

(cf.  Charles  L.  Kuhn,  "Riemen- 
schneider in  the  Harvard  Collections," 
The  Art  Bulletin,  LVI,  2,  June  1974, 
pp.  244-247).  This  St.  Anthony  has 
lost  both  his  hands. 

9.  My  colleague  at  the  North  Carolina 
Museum  of  Art,  Ben  F.  Williams,  has 
observed  also  that  there  is  a  series  of 
small  nails  embedded  in  the  sculpture, 
at  fairly  regular  intervals  along  the 
edges  of  the  mantle-cloak.  Judging 
from  their  position,  we  may  assume 
that  they  at  one  time  held  in  place  an 
ornamental  metal  or  carved  wooden 
strip  forming  a  decorative  border 
around  the  cloak. 

10.  Compare  for  instance,  J.  Bier, 
Nurnbergisch-  Frankische  Bildnerkunst, 
Bonn,  1922,  Pis.  16,  50,  52.  Though 
not  exactly  parallel  cases,  these  figures 
give  an  idea  of  the  location  that  has 

to  be  envisaged  for  the  St.  Catherine. 

1 1.  See  for  instance,  the  triptych  of 
Saint  Anne,  Thuringian,  1516,  in  the 
Busch-Reisinger  Museum  of  Harvard 


University,  illustrated  and  discussed 
in  Charles  L.  Kuhn,  German  and 
Netherlandish  Sculpture,  The  Harvard 
Collections,  Cambridge,  1965,  Cat. 
No.  28,  PI.  XXV.  Compare  also  the 
shrine  of  the  altarpiece  in  Dienstadt, 
Mittelalterliche  Bildwerke  Aus 
Thuringer  Dorfkirchen,  introduction 
by  Fritz  Kampfer,  Dresden,  1955, 
PI.  99. 

An  example  of  a  painting  showing 
St.  Catherine  as  one  of  two  female 
saints  flanking  the  Madonna  is  found 
in  the  Kress  collection  of  the  North 
Carolina  Museum  of  Art,  in  the 
central  panel  of  the  Sienese  triptych, 
ca.  1370,  of  the  Circle  of  Pietro 
Lorenzetti. 

12.  For  information  relating  to  the 
Haniel  ownership  of  the  figure,  which 
enabled  us  to  make  this  connection, 

I  am  indebted  to  Mr.  Klaus  Haniel  of 
Duisburg-Hamborn,  nephew  of  the 
late  Dr.  Franz  Haniel. 

13.  There  exist  several  other  repre- 
sentations of  St.  Catherine  that  have 
been  variously  attributed  to  Riemen- 
schneider's  workshop  or  to  his  school. 
One  of  the  finest  of  these  —  a 
workshop  piece,  but  one  that  seems 
to  show  touches  of  Riemenschneider's 
own  hand  —  is  now  in  the  collection 
of  Mrs.  Karen  Gutmann  of  New  York 
(Fig.  13).  The  figure  was  formerly  in 
the  collection  of  Arthur  Rosin  of 
Berlin  and  New  York,  who  acquired 

it  from  the  restorer  Georg  Schuster  of 
Munich  in  1927.  It  was  included  in 
the  Riemenschneider  memorial  exhibi- 
tion held  in  Hannover  in  1931 
( Riemenschneider  Gedachtnis- Auss- 
tellung  des  Museums  fur  Kunst  und 
Landesgeschichte  im  Provinzial- 


Museum,  Hannover,  1931,  No.  17 
on  p.  12). 

14.  The  statue  of  St.  Dorothea  used  to 
stand  under  the  arch  opening  into  the 
choir  of  the  Marienkapelle,  opposite 

a  somewhat  inferior  figure  of 
St.  Margaret.  Both  figures  were 
originally  created  for  the  shrine  of  one 
of  the  altarpieces  of  the  church,  since 
lost.  They  were  both  destroyed  by 
fire,  caused  by  air  raids,  in  1945,  while 
temporarily  stored  in  the  vaults  of  the 
church. 

15.  Cf.  J.  Bier,  "Riemenschneider's 
Tomb  of  Emperor  Henry  and  Empress 
Cunegund,"  The  Art  Bulletin,  XXIX, 
2,  June  1947,  pp.  95-117  and  p.  287. 
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13. 
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by  David  L.  Thompson 


A  PAINTED 


PORTRAIT 
FROM 

ROMAN 
EGYPT 


During  the  period  of  Roman  rule  in  Egypt,  which  began  with 
Octavian's  naval  defeat  of  Antony  and  Cleopatra  at  Actium 

in  31  B.C.,  artists  produced  a  long  series  of  painted  portraits 
intended  for  attachment  to  mummies  before  interment. 
Romans  who  came  to  live  in  the  land  of  the  Nile  eventually 
embraced  quite  fully,  according  to  surviving  evidence,  the 
procedure  of  mummifying  the  dead  that  their  Egyptian  subjects 
had  practiced  for  many  centuries.  While  the  mummies  of 
ancient  Egypt  normally  had  featured  sculptured  likenesses  of 
the  deceased — plaster  masks,  painted  and  often  gilded,  placed 
over  the  mummy's  head — Roman  mummies  most  often  carried 
painted  portraits.  Many  hundreds  of  these  likenesses  survive 
today,  having  been  recovered  from  the  cemeteries  of  Roman- 
Egyptian  towns  lying  especially  in  the  oasis  region  surrounding 
Lake  Moeris,  which  is  southwest  of  Cairo  and  is  called  the 
Fayum.  Because  of  this  concentration  of  findspots,  the 
paintings  have  come  to  be  known  by  the  general  term  "Fayum 
portraits."1 

Most  of  the  paintings  were  done  on  wood  panels  and 
show  their  subjects  nearly  at  bust  length.  Just  prior  to 
interment  they  were  wrapped  into  the  mummy  cartonnage  over 
the  head  with  most  of  the  portrait  left  exposed  to  view  (Fig.  1). 
However,  a  number  of  others  were  painted  on  linen  shrouds, 
intended  simply  to  be  wrapped  around  the  mummy  at  the  time 
of  burial.  These  carry  more  extensive  likenesses  and  are  full- 
length  portraits  of  the  deceased.  Sometimes  a  portrait  on  linen 
would  be  affixed  partly  or  entirely  to  a  wood  backing. 


1  Portrait  panel  wrapped  within  a 
mummy.  Excavated  by  Sir.  W.M. 
Flinders  Petrie  at  Hawara  in  the 
Fayum.  Metropolitan  Museum  of 
Art,  inv.  11.139  Rogers  Fund,  1911. 


In  general,  the  full-length  shroud  portraits  reflect  more 
completely  than  the  bust-length  panels  the  strange  marriage  of 
Egyptian  and  Graeco-Roman  customs  that  characterized  the 
Romanization  of  this  ancient  land.  Most  often  they  carry  a 
likeness  of  the  deceased  that  reflects  in  its  naturalism  the 
traditions  of  Classical  art,  accompanied  by  canonical 
decorative  and  mythological  elements  from  the  artistic 
repertory  of  ancient  Egypt  (Fig.  2). 

The  North  Carolina  Museum  of  Art  is  fortunate  to  have 
acquired  recently  an  important  shroud  portrait  from  Roman 
Egypt  (Fig.  3).  The  painting  was  executed  on  linen  in  the  egg- 
based  tempera  medium  over  a  gypsum  and  glue  (gesso)  primer, 
and  is  mounted  at  the  top  on  a  wood  panel.  Some  portions  of 
the  left  side  of  the  shroud  have  disintegrated,  but  like  the 
majority  of  Fayum  portraits  it  was  buried  for  centuries  in  the 
hot,  dry,  and  therefore  preservative  sands  of  Egypt  and  is  in 
very  good  condition.  Even  after  sixteen  hundred  years  the 
colors  are  bright  and  fresh,  and  the  resulting  visual  impact  is 
stunning. 

The  subject  is  a  smiling,  garlanded  young  man  who  sports 
a  crew  cut  and  a  thin  moustache.  He  is  dressed  in  the  white 
Roman  tunic  with  two  purple  vertical  stripes  (clavi)  typically 
worn  by  male  subjects  of  Fayum  portraits.2  The  segment  of  the 
garment  draped  over  his  left  shoulder  carries  a  dyed  or 
embroidered  purple  swastika.  While  this  may  be  purely 
decorative,  it  is  thought  that  the  swastika  may  have  been  a 
charmed  symbol  in  ancient  Egypt.  Perched  above  this  symbol 
is  a  small  ba-bird,  which  in  Egyptian  art  represents  the  soul,  in 
this  case  that  of  the  deceased.  Around  the  subject's  neck  is  a 
pink  floral  wreath  through  which  is  twined  a  long  necklace  of 
blue  beads  and  gold  discs.  He  carries  in  his  right  hand  a 
libation  cup,  and  in  his  left  hand  is  a  small  pink  floral  garland 
or  chaplet.  These  same  held  objects  appear  regularly  in  Fayum 
portraits  beginning  in  the  early  third  century  A.D.  and 
continuing  through  the  fourth  century  to  the  end  of 
mummification  —  and  presumably  the  end  of  portrait 
production — heralded  by  the  Codex  Theodosianus  in  A.D.  392. 

The  decedent  is  shown  against  what  may  represent  an 
elaborate  fabric  background.  His  head  is  framed  within  a  rich 
blue  segment  by  a  gold  colored  border  that  includes  what 
appear  to  be  large  red  and  blue  stones. 


Portrait  shroud  with  mythologi- 
cal vignettes.  Excavated  by  Albert 
Gayet  at  Antinoopolis  in  Middle 
Egypt.  Paris,  Musee  du  Louvre,  De- 
partement  des  Antiquites 
Egyptiennes,  inv.  AF  6490.  E. 
Guimet,  Les  portraits  d'Antinoe 
(Paris, 1912)  PI.  XXXV. 


The  portrait  is  at  once  a  very  colorful,  yet  serene  and  even 
dignified  representation.  The  abundance  of  funerary 
paraphernalia  combines  with  the  subject's  contented  smile  to 
reflect  Egyptian  confidence  that  a  blissful  afterworld  followed 
life  and  a  properly  ritualized  burial. 

The  lower  half  of  the  shroud  is  especially  interesting  for 
three  registers  of  pictorial  vignettes  taken  from  ancient 
Egyptian  mythology  (Fig.  4).  At  the  center  of  the  upper 
register  is  a  scene  showing  Isis — bare-breasted  with  wings 
spread  wide — standing  as  if  to  guard  the  mummy  of  the 
deceased  lying  in  a  funeral  boat  that  bears  on  prow  and  stern 
the  double  crown  of  Upper  and  Lower  Egypt.  The  goddess 
holds  in  each  hand  a  sistrum,  the  ritual  percussion  instrument 
associated  with  her  cult.  A  panel  to  the  right,  partly  preserved, 
carries  a  depiction  of  the  jackal-god  Anubis,  while  to  the  left  a 
similar  flanking  panel  carries  only  traces  of  a  figure  who 
cannot  be  identified. 

Isis  also  appears  in  the  central  vignette  of  the  second 
register  (Fig.  5),  enthroned  and  suckling  the  infant  Horus  who 
is  shown  here  as  a  bull.  Above  the  bull  is  a  plaque  with  a 
series  of  apparently  meaningless  hieroglyphs,  including  the 
ankh-sign.  A  flanking  panel  to  the  right  shows  a  human- 
headed  ba-b\rd,  while  the  left  panel  is  again  not  sufficiently 
well  preserved  to  permit  identification  of  a  once  existing  figure. 

The  third  and  lowest  register  is  least  well  preserved,  yet  is 
of  special  interest.  At  the  right  is  a  large  bird,  probably  again 
the  ba-b\rd  symbolizing  the  soul  of  the  deceased,  wearing  the 
double  crown  of  Upper  and  Lower  Egypt,  his  head  surrounded 
by  a  halo.  He  appears  to  be  alighting  before  two  haloed  seated 
figures;  the  right  one  may  again  be  Isis  but  is  in  any  case 
surely  female.  Although  the  shroud  is  less  well  preserved  here 
than  elsewhere,  it  is  nevertheless  visually  evident  that  this 
vignette  is  unlike  those  of  the  upper  two  registers  in  having 
been  done  with  a  remarkable  degree  of  naturalism,  i.e.  in 
Graeco-Roman  rather  than  Egyptian  style. 

While  many  shroud  portraits  carry  an  abundance  of  such 
Egyptian  vignettes,  it  may  be  that  there  were  here  originally  no 
more  than  these  seven  scenes.  It  is  certain  that  there  were  no 
more  than  three  registers,  for  below  there  are  traces  of  the 
lower  edge  of  the  subject's  tunic  and  of  his  feet  and  ankles, 
which  normally  are  shown  in  such  portraits. 


The  Isiac  content  of  these  scenes  reminds  us  of  the 
continuing  dominance  of  that  goddess  among  Mediterranean 
religions  during  the  first  centuries  A.D.  Romans  were  much 
drawn  to  her  worship  all  over  the  Empire,  and  especially  in  the 
land  where  the  cult  had  first  arisen.  While  the  young  man  in 
the  Raleigh  portrait  was  no  doubt  simply  an  adherent  of  the 
cult,  several  Fayum  portraits  include  symbols  that  plainly 
reveal  their  subjects  to  have  been  priestly  officials  of  the  Isiac 
religion. 

Absolute  points  of  chronology  are  generally  lacking  for 
Fayum  portraits,  although  we  are  fairly  certain  of  the  overall 
period  during  which  they  were  produced:  that  is,  from  the 
early  first  to  the  late  fourth  century  A.D.  Within  these  limits, 
students  of  the  paintings  assign  dates  to  individual  examples 
on  the  basis  of  several  general  assumptions.  First  among  these 
is  the  fact  that  the  early  portraits  on  the  whole  seem  to  evolve 
stylistically  from  early  examples  which  are  free,  bright,  and 
very  naturalistic  to  the  latest  pieces  which  are  often  stiff,  linear, 
and  very  schematized.  Sometimes  specific  hair  and  jewelry 
styles  seen  in  the  portraits  can  be  compared  to  court  styles,  seen 
in  sculptured  portraits,  made  popular  at  Rome  by  certain  emper- 
ors and  their  families.  Over  the  period  concerned,  moreover,  the 
portrait  area  tended  to  expand.  Held  objects  were  introduced, 
and  subjects  were  more  often  shown  in  fully  frontal  views. 
Finally,  in  late  examples  the  quicker  and  less  costly  egg-based 
tempera  medium  came  to  replace  almost  entirely  the  subtle 
wax-based  encaustic  medium  used  for  the  earliest  portraits. 

The  lack  of  firm  chronological  data  for  Fayum  portraits  is 
to  some  extent  paralleled  by  our  ignorance  of  the  artists 
themselves  who  did  not  sign  their  works.  In  this  area,  however, 
we  have  been  able  most  recently  to  identify  individual  artists 
visually,  i.e.  on  the  basis  of  representational  idiosyncracies. 
This  type  of  identification  is  easiest  with  late  examples  which 
were  painted  at  a  time  when  portrait  production  fell  no  longer 
to  great  masters  of  subtle  execution  who  were  still  working 
stylistically  in  the  mainstream  of  Hellenistic  art  and, 
technically,  with  the  finicky  wax-based  encaustic;  but  rather  to 
straightforward  craftsmen  painting  for  the  most  part  in 
unpretentious  local  styles  and  using  the  unsubtle  tempera  paint 


6  Portrait  panel  of  a  young  boy, 
by  the  "Brooklyn  Painter." 
Brooklyn  Museum,  inv.  41.848 
Charles  Edwin  Wilbour  Fund. 


that  demanded  rapid  execution.  In  many  cases,  these  later 
artists  had  very  distinctive  ways  of  depicting  eyes,  ears,  lips, 
chins,  etc.,  as  well  as  consistent  and  often  idiosyncratic  notions 
of  shading.  Thus  the  lack  of  artists'  signatures  does  not 
necessarily  prevent  us  from  identifying  individual  artists 
and  schools. 

We  are  fortunate  in  the  case  of  the  Raleigh  shroud  to  be 
able  to  place  it  both  chronologically  and  artistically,  at  least  in 
general  terms.  On  the  basis  of  its  style  the  portrait  belongs  in 
the  mid-fourth  century  A.D.  It  can  be  compared  to  the  work 
of  the  "Brooklyn  Painter"  who  probably  painted  during  the 
quarter-century  A.D.  350-375.  A  comparison  of  his  namepiece 
(Fig.  6)  with  our  portrait  strongly  suggests  association  with  this 
artist,  whom  I  propose  in  a  forthcoming  publication  to  be  not 
so  much  a  single  artist  as  a  school.  In  any  case,  the  artist  of 
the  Raleigh  shroud  had  very  much  the  same  feeling  for  facial 
shape  and  anatomical  details — e.g.,  lips,  nose,  chin,  ears — for 
shading,  and  an  abundance  of  held  and  worn  objects  including 
jewelry,  as  did  the  "Brooklyn  Painter." 

The  lovely  shroud,  new  to  the  collection  of  the  North 
Carolina  Museum  of  Art,  is  thus  not  only  a  visually  arresting 
work  of  art,  but  is  also  an  important  document  for  our 
knowledge  of  Fayum  portraits  and  their  artists,  of  the  fourth 
century  A.D. 


David  L.  Thompson  is  Associate  Professor  and  Chairman  of  the  Depart- 
ment of  Classics  at  Howard  University,  Washington,  D.C. 


Notes 


1  The  best  general  study  of  the 
portraits  is  Klaus  Parlasca, 
Mumienportrats  unci  verwandte 
Denkmaler  (Wiesbaden,  1966);  see 
also  William  H.  Peck,  Mummy 
Portraits  from  Roman  Egypt 
(Detroit,  1967),  A.  F.  Shore, 
Portrait  Painting  from  Roman 
Egypt  (London,  1962;  1972),  and 
David  L.  Thompson,  The  Artists  of 
the  Mummv  Portraits  (Malibu, 
1976). 

2  Females  often  are  shown 
wearing  raspberry  red  tunics.  A 
number  of  paintings  also  show 
males  in  military  dress,  attesting  to 
the  large  veteran  population  of 
Roman  Egypt. 


by  Haskell  V.  Hart 


Chemical  analysis  of  art  objects  can  serve  one  or  more  of 
three  main  purposes:  (1)  to  contribute  to  an  understanding  of 
how  the  object  was  created,  ultimately  increasing  appreciation 
of  its  beauty;  (2)  to  date  or  authenticate  the  object  by 
comparison  of  analytical  results  with  those  from  similar 
objects  of  more  certain  origin;  (3)  to  assess  the  physical 
condition  of  the  object  prior  to  purchase  or  restoration. 
Analyses  were  performed  on  the  Fayum  portrait  in  the  North 
Carolina  Museum  of  Art  before  purchase  to  answer  questions 
related  to  (2)  and  (3)  above.  That  is,  how  do  the  materials 
used  compare  with  those  found  on  other  Fayum  portraits, 
and  do  the  materials  found  in  association  with  the  linen 
necessitate  additional  conservation  measures? 

A  dark  brown  glue  was  found  on  and  just  beneath  the 
surface  of  the  linen,  samples  of  which  were  removed  from  two 
locations  for  analysis  by  infrared  absorption  spectroscopy. 
This  method  is  particularly  well  suited  to  organic  materials. 
The  sample  is  placed  in  a  beam  of  infrared  radiation,  the 
wavelength  of  which  is  varied  from  about  2.5  microns  to  15 
microns  (a  micron  is  one  millionth  of  a  meter).  At  each 
wavelength  a  measurement  is  made  of  how  much  radiation  is 
transmitted  as  a  percentage  of  the  total  incident  radiation.  If 
this  is  done  continuously  and  the  results  are  recorded 
automatically,  a  "spectrum"  is  obtained  as  in  Figure  1.  The 
dips  indicate  infrared  wavelengths  which  are  particularly 
strongly  absorbed  by  the  sample. 


1  Infrared  absorption  spectrum  of 
glue  from  Fayum  portrait.  Double 
headed  arrows  indicate  vibratory 
motion  associated  with  each 
absorption  peak. 


Interpretation  of  an  infrared  spectrum  proceeds  as  follows: 
the  atoms  of  a  molecule  are  in  constant  vibratory  motion, 
and  each  pair  of  atoms  held  together  by  a  chemical  bond  (a 
pair  of  electrons)  is  said  to  vibrate,  just  as  if  the  atoms  were 
held  together  by  a  spring  which  is  put  in  oscillatory  motion, 
undergoing,  alternately,  extension  and  compression.  Due  to 
the  different  atomic  masses  and  bond  strengths,  every  unique 
combination  of  atoms  held  together  by  a  chemical  bond 
vibrates  at  its  own  frequency.  The  amplitude  of  a  vibration 
can  be  increased  when  the  bonded  atoms  absorb  infrared 
radiation  of  a  frequency  exactly  equal  to  their  vibrational 
frequency.  Since  the  wavelength  of  the  radiation  is  related  to 
its  frequency  by  a  well  known  inverse  proportionality,1  there 
is  one  particular  wavelength  which  will  be  preferentially 
absorbed  by  each  pair  of  atoms  connected  by  a  chemical 
bond.  What  one  sees  in  Figure  1  or  any  infrared  spectrum  is 
the  result  of  several  chemical  bond  types  each  absorbing 
radiation  at  some  particular  wavelength. 

The  great  utility  of  a  spectrum  such  as  that  of  the  glue  in 
Figure  1  is  based  on  the  fact  that  chemists  have  for  decades 
correlated  bond  type  and  wavelength  of  infrared  absorption 
for  thousands  of  known  molecular  structures.  There  are 
available  in  many  places  tables  of  bond  types  and  associated 
wavelengths.2  It  is  therefore  quite  easy  to  assign  to  each  dip 
in  the  spectrum  (called  a  "peak"  because  they  are  sometimes 


viewed  upside  down)  a  particular  bond  type.  Notice  that 
bending  and  stretching  motions  can  show  up  here.  It  only 
remains  for  the  analyst  to  reconstruct  the  molecule  from  the 
identified  fragments  or  chemical  bond  types. 

In  our  case,  the  most  reasonable  interpretation  of  the 
spectrum  assigns  it  to  a  protein  or  proteins,  thereby 
suggesting  an  animal  origin  of  the  glue.  Proteins  are  very 
large  molecules  found  in  muscles,  organs,  hair,  skin,  bones, 
fluids  of  all  animals,  and  the  tissues  and  seeds  of  plants.  The 
basic  structure  or  backbone  of  a  protein,  which  is  repeated 
many  times  to  the  left  and  right,  is: 


side 
chain 

H  O 

-N— C— C- 
H 


In  this  structure  we  see  N— H,  C— H,  C— N,  OO,  and  C— C 
bonds,  all  of  which  are  evidenced  in  our  spectrum  except  for 
C — C,  which  is  always  a  very  weak  absorption.  The  C — H 
bending  absorption  at  6.9  fj  is  due  to  atoms  in  the  side 
chains,  whereas  the  C — H  bending  absorption  at  7.3  /j  is  due 
to  the  C — H  bonds  along  the  backbone. 

Thus  it  is  that  we  know  that  the  glue  is  animal  glue, 
quite  likely  that  originally  used  to  prepare  the  mummy.3  Any 
kind  of  modern  glue  would  have  shown  a  much  different 
infrared  spectrum.4 

Also  associated  with  the  linen  and  the  wood  were  many 
small  clear  crystals  on  the  surfaces  or  in  the  linen  itself. 
Several  of  these  were  collected  for  analysis  from  various 
locations  on  the  portrait.  The  crystals  were  all  small  cubes  as 
viewed  under  a  microscope.5  Thus,  a  simple  salt  was 
suggested.  To  determine  which  salt  compound  was  involved,  a 


sample  was  ground  up  on  a  microscope  slide  and  the  resulting 
powder  affixed  with  grease  to  the  outside  of  a  fine  (0.1  mm 
dia.)  glass  capillary.  The  capillary  was  mounted  in  a  Debye- 
Scherrer  x-ray  diffraction  camera,  the  schematics  of  which  are 
shown  in  Figure  2. 


2  Schematics  of  Debye-Scherrer  x- 
ray  camera.  The  x-ray  beam  enters 


on  the  right,  strikes  the  sample,  and 
is  partially  diffracted  to  form  two 
sets  of  concentric  rings  on  the 
cylindrical  x-ray  film. 


After  the  x-ray  film  is  exposed  to  the  diffracted  x-rays 
for  about  one-half  hour,  it  is  removed  from  the  camera  and 
developed  to  show  two  series  of  concentric  rings  as  in  Figure 
3.  The  number  of  such  rings  and  their  associated  diameters 
are  characteristic  of  the  particular  compound  or  compounds 
in  the  sample.  Each  ring  corresponds  to  a  diffraction  angle 
for  which  x-rays  are  reflected  from  planes  of  atoms  in  the 
crystal  in  phase.  At  all  other  possible  angles,  corresponding  to 
the  dark  regions  between  the  rings,  x-rays  are  out  of  phase 
with  one  another  and  destructively  interfere.  The  arrangement 
of  atoms  in  the  crystal  uniquely  determines  the  favored 
diffraction  angles  (or  ring  diameters),  and  hence  the  latter  can 
be  used  to  identify  the  crystalline  compound. 

The  simple  pattern  obtained  in  Figure  3  is  particularly 
easy  to  identify.6  It  is  NaCl — common  table  salt.  What  could 
be  its  origin?  In  Egypt  there  are  extensive  salt  deposits,  the 
result  of  evaporation  of  the  shallow  waters  of  ancient  seas.  In 
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many  places  salt  percolates  up  and  down  through  the  soil  by 
dissolution  and  recrystallization  in  response  to  changes  in 
rainfall,  relative  humidity,  temperature,  etc.  Thompson  refers 
to  "a  very  large  number  of  panel  portraits  which  had  been 
recovered  by  Bedouin  salt  miners  working  at  Er-Rubayat  in 
the  northeast  Fayum."7  Thus,  natural  salt  deposits  have  been 
associated  with  the  burial  sites  of  some  mummy  portraits  in 
the  past. 

As  far  as  preservation  is  concerned,  the  salt  should 
present  no  problem  as  long  as  the  object  is  kept  in  a 
dehumidified  atmosphere.  Dry  salt  is  fairly  inert,  requiring 
water  for  all  of  its  important  chemical  reactions.  In  humid 
air,  however,  salt  absorbs  water,  which  would  be  undesirable. 


3  X-ray  diffraction  pattern  of  NaCl 
from  Fayum  portrait. 


The  identification  of  pigments  from  any  painting  or 
painted  object  can  be  a  significant  factor  in  its  authentication 
and  dating.  That  is,  the  history  of  paint  and  pigment 
technology  is  fairly  well  established  so  that  the  particular 
combination  of  pigments  found  on  an  art  object  can  suggest  a 
certain  historical  period  and  /or  geographical  location.  I  say 
"can  suggest"  rather  than  "defines"  because  many  pigments 
were  used  over  relatively  long  periods  of  time  and  precise 
dates  for  their  introduction  and  replacement  are  not  always 
well  known.  All  of  this  is  further  complicated  by  the  rather 
significant  trade  in  pigments  all  the  way  back  to  antiquity. 
Finally,  one  can  never  prove  that  a  very  knowledgeable  forger 
or  restorer  did  not  take  the  time  to  manufacture  his  own 
pigments,  appropriate  to  the  supposed  period  of  the  object  he 
created.  Thus  it  is,  that  the  skills  of  art  historians  and  art 
conservators  as  well  as  scientists  are  needed  in  authenticating 
and  dating  art.  Style  and  chemical  composition  are  both 
important  considerations.  There  is  no  absolute  certainty  in 
these  matters,  only  relative  probabilities. 
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A  small  pink  and  a  small  blue  paint  chip,  both  of  which 
had  previously  come  loose  from  the  surface,  were  removed 
from  the  portrait  for  analysis.8  Under  the  microscope,  the 
pink  chip  was  seen  to  have  two  layers:  one  pink  and  one 
white,  and  the  blue  chip  had  three  layers:  a  blue  and  a  white 
with  a  very  thin  pink  layer  in  between.  Each  sample  was 
prepared  for  x-ray  diffraction  analysis  as  described  above.  As 
expected,  the  x-ray  patterns  were  more  complex  this  time 
because  of  the  presence  of  more  than  one  component.  The 
results,  obtained  by  comparing  the  diffraction  angles  to  those 
of  known  standard  materials,  are  seen  in  Table  I. 


TABLE  I  (Pigment  Analysis) 

Blue  Chip 

Pink  Chip 

CaS04.2H:0  gypsum  (white) 

CaSC»4.2H20  gypsum  (white) 

CaCuSi40i  i  Egyptian  blue 

SiO:  quartz 

FeO(OH)  goethite  (red) 

FeO(OH)goethite  (red) 

Fe2  0i  hematite  (red) 

These  findings  are  very  reassuring.  The  presence  of 
gypsum  is  due  to  a  "gesso"  (Italian  for  gypsum)  or  base  coat 
which  was  first  applied  to  the  wood  to  seal  the  pores  and 
provide  a  smooth,  highly  luminous  surface  upon  which  to 
paint.  This  procedure  was  standard  for  Fayum  portraits,  but 
at  least  one  suspected  fake  lacks  a  gesso  primer.9 


Egyptian  blue,  known  mineralogically  as  cuprorivaite, 
has  been  found  as  early  as  the  4th  dynasty  (c.  2615-2500  B.C.) 
in  Egyptian  art,  and  was  in  continuous  use  in  Egypt  through 
the  Roman  Period.  It  was  also  used  widely  elsewhere  in  the 
Ancient  World,  having  been  found  in  such  places  as  Knossos, 
Nuzi  (Iraq),  Syria,  Samaria,  and  Rome.  Whole  frits  of 
Egyptian  blue  have  been  found  in  archaeological  excavations 
and  have  been  synthesized  in  the  laboratory  by  the  high 
temperature  fusion  (800-900°  C)  of  cupric  oxide  (CuO),  quartz 
(SiO:),  and  calcite  (CaCOi).  It  is  an  extremely  stable  pigment, 
which  has  been  known  to  retain  its  brilliance  for  over  3000 
years.  The  secret  of  its  manufacture  was  lost  sometime 
between  200-700  A.D.  and  only  rediscovered  in  modern  times; 
although  the  pigment  was  mentioned  by  Pliny  and  its 
manufacture  described  by  Vitruvius.10 

Goethite,  hematite,  and  related  iron  oxides  hold  the  all 
time  record  for  continuous  service  to  man  as  pigments.  They 
have  been  found  in  the  cave  paintings  of  the  Cro-Magnons 
and  are  still  used  today  in  red  paints.  Their  presence  here  in 
the  pink  chip  comes  as  no  surprise,  since  they  are  known 
pigments  of  ancient  Egypt. 

In  summary,  the  chemical  analyses  that  were  performed 
on  the  Fayum  portrait  in  the  North  Carolina  Museum  of  Art 
revealed  no  particular  problems  of  chemical  instability. 
Furthermore,  all  pigment  materials  found  were  in  use  in 
Roman  Egypt.  Finally,  the  salt  deposits  are  consistent  with 
burial  in  the  Fayum. 


Dr.  Haskell  V.  Hart  is  Associate  Professor  of  Chemistry  at  the  University 
of  North  Carolina  at  Wilmington. 


Notes 


1  Wavelength  (in  p)  =  3.00 
X1014/ frequency  (in  Hz). 

2  See,  for  example,  Dyer,  J.  R., 
Applications  of  Absorption  Spec- 
troscopy of  Organic  Compounds, 
Prentice-Hall,  Englewood  Cliffs,  N. 
J.,  1965,  pp.  30-31  and  33-38. 

3  According  to  Dr.  David  L. 
Thompson,  animal  glue  is 
commonly  found  on  Fayum 
portraits  and  is  thought  to  be 
part  of  the  embalming  process. 

4  As  further  confirmation   of  the 
protein   structure,  the  glue  was 
partially  hydrolyzed  in  dilute  hydro- 
chloric acid  and  the  resulting 
solution  tested  with  ninhydrin 
reagent.  A  positive  purple  spot  test 
indicated  the  presence  of  amino 
acids,  the  basic  building  blocks  of  a 
protein. 

5  Because  they  exhibited  no  bire- 
fringence or  colored  interference 
patterns,  they  must  also  have  cubic 
internal  lattice  structures. 


7  Thompson,  D.  L.,  The  Artists  of 
the  Mummy  Portraits,  The  J.  Paul 
Getty  Museum  1976,  Publication 
No.  7,  p.  7. 

8  Both  chips  were  less  than  1  mm 
square  in  size. 

9  Thompson,  D.  L.,  op.cit.,  p.  11. 

10  Information  on  Egyptian  blue 

comes  from  many  sources;  some  of  the 
more  important  ones  are: 

a.  Gettens,  R.  J.,  and  Stout, 
G.  L.,  Painting  Materials,  A 
Short  Encyclopaedia,  N.  Y., 
Dover,  1966,  p.  112. 

b.  Pabst,  A.,  "Structures  of  Some 
Tetragonal  Sheet  Silicates," 
Acta  Cryst.,  12,  733  (1959). 

c.  Mazzi,  F.,  and  Pabst,  A., 
"Reexamination  of  Cupro- 

rivaite,"  Am.  Miner.,  47,  409 
(1962). 


6  Diffraction  angles  are  compared  in 
an  organized  way  to  those  of  some 
30,000  compounds  whose  diffraction 
patterns  have  been  determined  and 
tabulated  by  the  Joint  Committee 
on  Powder  Diffraction  Standards. 


by  Cornelius  Vermeule 


Suddenly,  as  if  on  the  inspiration  of  a  few  gifted 
metalworkers  in  the  Greek  East,  a  class  of  mirrors  was 
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fashioned  in  the  Flavian  or  Trajanic  periods  of  the  Roman 
Empire  and  seems  to  have  been  produced  in  limited  numbers 
to  the  Severan  period.  Their  creative  lifetime  was  thus  about 
a  century,  from  say  90  to  190  of  the  Christian  era.  They  are, 
in  modern  parlance,  all  about  the  size  of  a  saucer  for  a 
teacup  or  of  a  small  salad  plate.  The  pictorialism  character- 
istic of  the  group  was  carried  out  in  repousse  relief  and 
hammered,  annealed,  or  soldered  around  or  on  the  back  of  a 
circular  disc.  The  "business"  or  mirror  side  of  the  disc  was 
carefully  silvered  or  polished  to  the  golden  consistency  of  a 
Lincoln-head  penny  in  proof  condition. 

The  side  with  the  mythological,  allegorical,  or  even  quasi- 
historical  scene  in  relief  was  usually  gilded.  This  implies  that  such 
mirrors  were  cast,  hammered  or  chased  out  of  high-quality 
bronze.  Silver  mirrors  with  handles  were  to  be  found  among 
the  precious  objects  discovered  at  Pompeii  and  Herculaneum. 
The  Roman  pictorial  mirrors  of  the  height  of  the  Empire 
appear  to  have  been  without  handles,  to  be  cradled  in  the 
hand  like  the  large  medallions  or  coins  of  special  diameter  to 
which  they  are  related,  and  which  were  copied  for  their 
complex  reverse-designs  by  artists  in  provincial  mints.  These 
mints  were  often  located  far  away  from  the  fashionable  centers 
of  Greek  Imperial  art. 


A  Bronze  Medallion  of  Commodus, 
184,  Obverse:  Replaced  by 
a  Silver  Boss;  Reverse:  Seated 
Goddess  Roma  with  Small  Victory, 
Spear,  and  Shield. 
Boston,  Museum  of  Fine  Arts. 


Indeed,  the  relationships  between  these  mirrors  and  large 
bronze  medallions  or  coins  from  the  central  mints  of  Rome, 
or  similar  numismatic  items  produced  by  the  major  quasi- 
autonomous  Greek  cities  from  northern  Greece  to  Alexandria 
in  Egypt,  were  more  than  compositional  or  stylistic.  There 
are  a  number  of  instances  in  which  such  numismatic  master- 
pieces were  attached  directly  to  mirrors  by  chains  or  turned 
into  small,  pocket  mirrors  by  having  their  obverses  cut  out 
and  replaced  by  silver  bosses.  The  medallic  reverses  thus 
employed  could  allude  to  female  pulchritude,  Aphrodite  amid 
Erotes,  to  female  hopes  and  ambitions,  Spes  or  Pietas  in 
religious  settings,  or  to  patriotic  emblems,  the  goddess  Roma 
in  the  setting  appropriate  to  a  triumphant  cult-image 
(Fig.  A).* 

There  is  ample  evidence  that  people  of  learning  or  artistic 
perception  at  the  height  of  the  Hadrianic  and  Antonine 
periods  collected  medallions  and  coins  with  a  view  to  using 
their  designs  in  ways  capable  of  circulation  about  the  ancient 
world.  These  impulses  transcend  the  many  uses  of  coins  as 
items  of  learned,  numismatic  jewelry.  For  instance,  a 
ceremonial  bronze  pail  or  "casserole"  of  the  late  Antonine 
period  was  decorated  with  the  reverses  of  rare  medallions  and 
coins  arranged  in  geographical  order  north  from  Bithynia 
south  through  Smyrna  to  Caria,  all  in  Asia  Minor  (Fig.  B). 
Such  a  gallery  of  reverse-designs  could  give  a  master 
craftsman  of  mirrors  a  good  insight  into  what  was  considered 
the  best  in  coin  design  over  the  half-century  crucial  to  these 
studies. 

The  design  found  most  frequently  in  these  framed  tondi 
is  that  of  the  "Three  Graces"  in  the  canonical,  classicistic 
pose  going  back  to  statues,  paintings,  and  reliefs  of  the 
Hellenistic  rococo,  the  artistic  reaction  to  Pergamene 
pretension  which  set  in  and  became  more  and  more  academic 
in  the  late  second  and  first  centuries  B.C.  There  is  no  way 
to  identify  the  place  of  origin  for  such  a  tribute  to  female 
beauty.  The  composition,  from  Pompeii  to  Syria,  was 
circulated  in  so  many  ways  that  it  was  natural  for  the  artists 
responsible  for  these  Roman  mirrors  to  use  the  Three  Graces 


*See  the  notes  at  the  end  of  the  article  for  further  information  on  the 
illustrations. 


B  Bronze  Casserole,  about  200  to 
225,  Ornamented  with  Large  Bronze 
Medallions  and  Coins  of  Western 
Asia  Minor. 

Boston,  Museum  of  Fine  Arts. 


for  their  most  "classical,"  most  traditional,  and  therefore 
most  popular  decorative  subject. 

The  three  mirrors  with  similar  representations  of  the  Three 
Graces  or  Charities  are  in  Raleigh  (Fig.  1),  Malibu,  and 
Seattle  (Fig.  2).  Both  the  North  Carolina  and  Washington 
examples  have  the  feature  rarely  found  in  these  compositions 
of  showing  drapery  around  the  lower  backside  of  the  middle 
figure,  in  a  scene  where  the  sisters  are  usually  shown  all  in  the 
nude.  The  treatment  of  fluting  on  the  urns  at  the  left  varies, 
and  the  shapes  or  profiles  of  the  urns  in  the  right  are 
noticeably  different.  Although  more  fragile,  the  mirror  in 


Raleigh  approaches  the  composition  with  greater  elegance, 
less  solidity.  The  heads  of  the  ladies,  minor  goddesses  or 
nymphs,  are  smaller,  and  their  bodies  are  thinner.  There 
seems  to  be  more  attention  to  detail  in  the  braids  curled 
around  the  head  and  brought  to  knots  at  the  back  of  the 
head.  This  is  a  variation  on  a  hair-style  popular  in  the  courtly 
circles  of  Rome,  Athens,  and  Ephesus  in  the  decades  from 
100  to  140,  that  is,  from  Trajan  to  Antoninus  Pius.  Older 
models  are  evident,  but  these  two  mirrors  were  certainly 
fashioned  during  the  decades  when  the  Roman  Empire 
reached  its  greatest  physical  extent. 

The  third  mirror  also  belongs  to  the  Roman  Empire  at 
the  height  of  its  power,  probably  about  150,  when  the  young 
Faustina  II,  wife  of  Marcus  Aurelius  Caesar  and  daughter 
of  the  reigning  Emperor  Antoninus  Pius,  had  introduced  a 
simpler  manner  of  wearing  the  hair,  plaited  then  simply 
pulled  back  at  the  sides  to  a  bun  behind.  This  style  is  seen  on 
the  figure  seated  in  the  center  of  the  complex  scene  (Fig.  3). 
The  subject  may  be  an  excerpt  from  the  Judgment  of  Paris, 
with  Athena  at  the  left,  Aphrodite  with  a  basket  on  her  arm 
in  the  center,  and  a  nymph  at  the  right.  The  springtime  return 
of  Adonis,  however,  may  be  more  compatible  with  the  rustic 
and  ritual  attributes  which  fill  both  the  background  and  the 
area  below  the  groundline.  The  burning  torch,  for  instance,  is 
strongly  suggestive  of  Aphrodite's  or  Demeter's  searches  for 
beautiful  companions  or  children  in  the  underworld.  Athena's 
presence,  however,  tilts  the  evidence  in  favor  of  the  beginning 
of  the  Trojan  tragedy. 

Speculations  such  as  these  point  up  the  possible  funerary 
contexts,  as  well  as  merely  devotions  to  beauty,  inherent  in 
the  designs  hammered  out  and  applied  to  the  reverses  of 
these  mirrors.  Examples  such  as  this,  a  mirror  virtually 
unique  in  its  complexity,  speak  of  an  audience  which  could 
relish  mythological  or  religious  allusions  far  more  penetrating 
than  those  represented  by  the  tondi  devoted  solely  to  glorifi- 
cation of  the  beautiful  female. 

The  mirror  which  revels  most  of  all  in  the  subject  of 
female  self-beautification  also  appears  to  date  in  the  fifty 
years  from  90  to  140  (Fig.  4).  Two  nude  ladies  are  arranged 
in  studied  poses  in  front  of  a  Tuscan  column  surmounted  by 


3  Mythological  or  Allegorical  Scene. 
Boston,  Museum  of  Fine  Arts. 


a  cult-image  of  Aphrodite  Anadyomene,  wringing  out  her 
tresses  as  she  emerges  from  the  sea  off  Paphos  on  Cyprus.  A 
large,  "birdbath'Mike  basin  appears  in  the  center,  a  water-jar 
(of  the  shape  called  a  kalpis)  to  the  left,  and  a  long-necked 
can  stands  between  the  lady's  feet  at  the  right.  The  scene  is  all 
set  on  a  two-stepped  podium.  The  source  for  this  composition 
doubtless  went  back  to  a  famous  Hellenistic  painting  and 
ultimately  to  Athenian  art  of  the  fifth  century  B.C.,  for  the 
scene  appears,  with  variations,  in  red-figured  vase-painting  on 
the  very  types  of  water-jars  represented  on  some  of  these 
mirrors.  The  subject  was  transmitted  on  a  lesser  qualitative 
level  in  the  circular  tops  of  Roman  lamps,  for  wherever  such 
mirrors  were  in  fashion  there  were  surely  lamps  to  light  the 
baths  on  long  winter  evenings. 

A  mirror  in  Providence,  Rhode  Island,  must  be  one  of 
the  latest  in  the  series,  about  170-200,  for  the  workmanship 
is  comparatively  cursory  and,  more  scientifically  speaking,  the 
subject  is  one  which  becomes  popular  on  marble  sarcophagi 
carved  for  Roman  clients  in  these  decades  and  later  (Fig.  5). 
Such  sarcophagi  were  most  popular  in  the  Latin  West, 
but  the  general  subject  was  exploited  by  funerary  sculptors  in 
Attica  and  in  Western  Asia  Minor.  Since  most,  if  not  all,  of 
the  mirrors  surveyed  here  come  from  the  Greek  East,  the 
Black  Sea  region,  Asia  Minor,  or  the  Syrian  coast,  it  is  easy 
to  see  how  the  subject  could  be  popular  in  an  art  devoted  to 
love  as  well  as  to  the  sepulchre. 

Three  Erotes  or  Cupids  are  busy  sacrificing  a  small  lamb 
or  a  kid  (an  infant  goat)  to  a  rustic  god  on  a  column,  again 
like  Aphrodite  Anadyomene  to  be  thought  of  as  a  cult-image. 
The  god  is  very  likely  Sylvanus,  patron  of  the  woodlands  and 
a  divinity  very  popular  on  medallions  of  Antoninus  Pius.  This 
series  of  medallions  began  in  149  to  mark  the  nine-hundredth 
anniversary  of  the  founding  of  Rome  and  continued  in  later 
decades  to  stress  the  agrarian  and  pastoral  policies  of  the 
Roman  Empire,  as  opposed  to  the  military  endeavors  of 
Trajan  (98  to  117)  and  Hadrian  (117  to  138).  Perhaps  this 
mirror  was  given  by  an  Antonine  agrarian  official  to  his 
ecologically-minded  wife. 


5  Erotes  Performing  a  Rustic  Sacrifice. 
Providence,  Rhode  Island  School 
of  Design,  Museum  of  Art. 


The  Erotic  sacrifice  takes  place  at  a  typical  Graeco- 
Roman  rectangular,  garlanded  altar.  The  altar  is  topped  with 
fruits  and  a  pinecone,  and  the  Eros  at  the  right  holds  a  tray 
with  more  fruits.  Besides  Roman  medallions  and  Greek  coins 
from  Thrace  or  Asia  Minor  with  Erotes  in  active  poses,  this 
composition  was  adapted  in  various  ways  to  the  interiors  of 
silver  dishes.  These  plates  were  often  gilded,  like  the  mirrors, 
and  in  similar  fashion  their  circular  interiors  were  hammered 
or  partly  cast  and  chased,  and  then  fixed  to  the  more 
substantial  bottoms  and  rims  of  the  dishes.  All  this  suggests 
that  there  ought  to  have  been  more  Roman  mirrors  of  the 
period  studied  here  produced  in  gilded  silver  or  even  in  gold. 
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The  last  bronze  mirror  in  this  group  to  be  found  in 
American  collections  was  also  gilded  on  its  repousse  relief 
and  possessed  the  usual  silvered  face  for  practical  use  (Fig.  6). 
The  subject  is  historical,  commemorative,  and  even  somewhat 
military,  unusual  in  these  objects.  This  suggests  the  owner 
was  a  Roman  officer's  wife,  or  even  a  rather  well-groomed 
member  of  the  imperial  general  staff. 

The  goddess  Roma  holds  a  small  image  of  Victory  and 
is  flanked  by  trophies  of  war.  These  are  set  on  or  in  front  of 
circular,  garlanded  altars,  a  cuirass  at  the  left,  and  a  large, 
plumed  helmet  and  sword-in-scabbard  on  the  right.  Marine 
motifs  below  the  groundline  suggest  Roman  arms  had  to 
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travel  across  the  seas  to  win  its  victory.  Two  personifications 
of  subdued  provinces  crouch  in  front  of  Roma,  her  own 
weapons,  and  the  altars.  The  female  on  the  left  wears  an 
elephant  headdress,  associated  with  Africa  or  Alexandria  in 
Julio-Claudian  times,  and  the  lady  on  the  right  may  have  a 
similar  cap,  or  perhaps  the  elaborate  mural  crown  of  a  less- 
specific  region  or  urban  polity.  Here  I  feel  we  have 
Alexandria  and  Africa,  or  Alexandria-Africa  and  Cyrenaica, 
the  region  to  the  west  of  Egypt. 

The  only  time  in  the  high  imperial  age  that  Roman  arms 
had  to  subdue  these  areas  was  during  the  great  Jewish  revolt 
of  1 15  to  1 16.  Few  now  remember,  but  at  the  end  of  Trajan's 
reign  the  Jews  of  the  African  and  Cypriote  diaspora  nearly 
toppled  the  might  of  Rome  and  were  only  pacified  by  four  of 
Rome's  leading  generals  together  with  countless  legionaries, 
auxiliaries,  and  local  militia.  This  mirror  may  be  one  of  the 
few  personal  souvenirs  of  a  brief  page  in  Roman  history 
which  emperors  chose  to  forget,  and  which  their  overseas 
Jewish  subjects  could  look  back  on  with  tragic  pride. 

This  mirror,  then,  stands  forth  as  a  document  of 
remembrance  presumably  on  the  part  of  a  family  involved  in 
the  victory.  It  stands  apart  from  the  themes  of  beauty  and 
love  which  began  with  the  Three  Graces  and  move  on  to 
myths,  scenes  in  the  baths,  or  the  complex  symbolism  of  Erotes. 


Epilogue 


There  are  several  more  such  mirrors  in  America,  one 
with  Paris  on  Mount  Ida  being  a  reflection  of  scenes  on 
Roman  sarcophagi  at  the  end  of  the  Antonine  age,  again 
possibly  love  and  death  foreshadowed  in  the  saga  of  the 
Trojan  War.  Europa  on  the  bull  would  suggest  the  union  of 
beauty  and  divine  force,  the  inter-continental  loves  of  Zeus. 

Finally,  in  the  Museum  of  Antiquities  in  Berlin,  from 
Beirut  in  Lebanon  (ancient  Berytus  in  Phoenicia),  a  mirror 
of  this  class  combines  the  forces  of  love  and  war.  Venus 
Victrix,  flanked  by  four  flying  Erotes,  holds  the  arms  of 
Mars.  This  design  became  popular  on  coins  of  the  Emperor 
Titus  (79  to  81).  Titus  Flavius  Vespasianus  was  both  the 
conqueror  of  Jerusalem  in  69  to  70  of  the  Christian  era  and 
at  the  same  time  the  celebrated  lover  of  the  Jewish  Herodian 
Princess  Berenike,  sister  of  the  last  ancient  King  of  the  Holy 
Land. 

It  was  perhaps  under  the  impetus  of  such  heroic  themes 
played  across  the  Roman  world  on  an  imperial  and  regal 
scale  that  the  taste  for  scenic,  narrative,  mythological,  or 
simply  allegorical  mirrors  became  a  part  of  the  sumptuary 
arts  of  the  Greek  and  Roman  worlds.  Beauty,  love,  and 
victory,  spiritual  or  political,  are  the  unifying  themes  of  these 
mirrors.  They  reflect  the  fact  that  such  art  was  as  cosmopoli- 
tan in  the  second  century  of  the  Roman  Empire  as  that  of 
Italo-French  neoclassicism  was  from  the  time  of  the  American 
Revolution  to  the  European  industrial  era. 


Cornelius  Vermeule  is  Curator  of  Classical  Art  at  the  Museum  of  Fine 
Arts,  Boston. 
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Thanks  are  due  to  the  authorities  of  the  museums  mentioned  in  the 
illustrations  and  to  private  collectors  for  permission  to  include  the  various 
bronzes  of  the  Roman  imperial  period  in  this  study. 
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M.  Domit,  J.  Emerson,  J.  Frel,  A.  Herrmann,  J.  Herrmann,  T.  Lang,  M. 
Mayo,  and  E.  Vermeule  helped  with  these  studies  at  various  points  over  a 
period  of  thirty  years. 
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Compare  H.  A.  Grueber,  Roman 
Medallions  in  the  British  Museum, 
London,  1874,  p.  23,  no.  11,  pi. 
XXIX,  fig.  1.  The  classic  general 
study  of  these  relationships  remains 
"Medallions  and  Art,"  Chapter  III 
of  J.  M.  C.  Toynbee,  Roman 
Medallions,  American  Numismatic 
Society,  Numismatic  Studies,  No.  5, 
New  York,  1944,  pp.  212-28. 

B  Accession  number  63.2644.  M.  B. 
Comstock,  C.  C.  Vermeule,  Greek, 
Etruscan  and  Roman  Bronzes  in  the 
Museum  of  Fine  Arts,  Boston, 
Boston,  1971,  pp.  340-42,  no.  479. 

1  Accession  number  77. 1.8.  Museum 
Purchase  Fund.  Diam.:  0.13m.  The 
rather  ruined  replica  of  the  Raleigh 
mirror  in  the  J.  Paul  Getty  Museum 
appears  to  have  been  found  together 
with  it  and  also  with  Fig.  (and 
Note)  4.  The  basic  list  of  the  "Three 
Graces"  in  every  imaginable 
medium  of  ancient  art  is  W. 
Deonna,  "Le  groupe  des  trois  graces 
nues  et  sa  descendance,"  Revue 


archeologique,  XXXI,  Jan. -June 
1930,  pp.  275-332,  especially  for 
these  studies,  p.  287,  F.,  nos.  61-65, 
the  first  a  lead  mirror  in  Vienna. 


2  Accession  number  67.98.  Eugene 
Fuller  Memorial  Collection.  Diam.: 
0.13m.  The  Art  Quarterly  XXXI, 
1968,  p.  91.  In  Rome,  the  motif 
was,  inter  alia,  a  symbol  of  conjugal 
felicity:  see,  G.  Rodenwaldt,  "The 
Three  Graces  on  a  Fluted  Sarcoph- 
agus," Journal  of  Roman  Studies, 
XXVIII,  1938,  pp.  60-64,  pis. 

VI- VIII,  the  study  obviously 
concerned  with  the  funerary  uses  of 
the  subject. 

3  Accession  number  69.71.  Theo- 
dora Wilbour  Fund  in  Memory  of 
Zoe  Wilbour.  Diam.:  0.164m. 
Comstock,  Vermeule,  Bronzes,  p. 
492,  no.  400A.  The  organization  of 
the  composition  (with  central, 
seated  figure  reversed)  is  close  to  a 
very  rare,  giant  medallion  in  bronze 
struck  at  Germe  in  Mysia.  Here  the 
subject  is  Herakles  seated,  a  youth 
at  the  left,  Nike  above,  and  the  city- 
Tyche  on  the  right.  The  date  is 
about  209,  struck  for  Septimius 
Severus  and  Caracalla:  Auctiones 


S.A.,  Auktion  8,  Basel,  27-28  June 
1978,  p.  34,  lot  435. 

4  Accession  number  1978.158.  Gift 
of  Dr.  Ernest  and  Virginia 
Lewisohn  Kahn.  Diam.:  0.13m.  The 
Museum  Year:  1977-78,  Museum  of 
Fine  Arts,  Boston,  pp.  22,  40,  illus. 
The  related,  Renaissance  or  later, 
bronze  lamp  is  Comstock,  Ver- 
meule,  Bronzes,  pp.  352-53,  no.  495. 
An  Aphrodite  Anadyomene,  a  small 
bronze  on  a  Tuscan  columnar 
plinth,  of  the  type  seen  in  the  back- 
ground of  this  mirror,  is  published 
by  J.  Dbrig,  in  Art  Antique, 
Collections  privees  de  Suisse 
romande,  Geneva,  1975,  no.  373. 
The  hair-styles  of  the  ladies  on  this 
mirror  occur  in  a  famous  marble 
girl  from  Corinth  and  the  lady  on  a 
tombstone  from  the  Naples  area, 
works  of  the  Trajanic  period,  or 
about  100  to  120:  see  M.  B.  Com- 
stock, C.  C.  Vermeule,  Sculpture  in 
Stone:  The  Greek,  Roman  and 
Etruscan  Collections  of  the  Museum 
of  Fine  Arts  Boston.  Boston,  1976, 
pp.  222-23,  nos.  353  and  354.  Since 
this  was  written,  another  mirror  of 
this  design  has  been  acquired  by  the 
Virginia  Museum  of  Fine  Arts, 
Richmond. 

5  Accession  number  26.272.  Gift  of 
Mr.  and  Mrs.  Henry  D.  Sharpe. 
Diam.:  0.108m.  D.  G.  Mitten, 
Classical  Bronzes,  Rhode  Island 
School  of  Design,  Museum  of  Art, 
Providence,  1975,  p.  183,  no.  61.  As 
other  of  these  Roman  pictorial 
mirrors  do,  the  subject  of  these 
busy,  symbolic  Erotes  relates  also  to 
the  interiors  of  silver  dishes,  as  the 
glorious  example  showing  two 


Erotes  torturing  a  Psyche  bound  to 
a  column,  from  Novocerkassk  and  in 
the  Museum  of  Rostov  on  the  Don 
in  Russia:  see  W.  Blawatskij.  in 
Enciclopedia  dell'  arte  antica, 
Classica  e  orientate,  Supplemento 
1970,  Rome,  1973,  p.  160,  fig.  168. 

6  Diam.  (approximate):  0.11m.  S. 
K.  Morgan,  et  ah,  Romans  and 
Barbarians,  Museum  of  Fine  Arts, 
Boston,  1976,  p.  50,  no.  65.  The 
mirror  with  Paris  on  Mount  Ida, 
termed  gilded  silver,  is  in  the 
Museum  of  Art  and  Archaeology, 
University  of  Missouri,  Columbia: 
S.  S.  Weinberg,  in  Muse  XI,  1977, 
p.  3,  fig.  3.  Europa  on  the  bull 
appeared  at  the  Sotheby-Parke 
Bernet  Sale  No.  4082,  17  Feb.  1978, 
pp.  12-13,  no.  47.  Diam.:  0.146m. 
It  is  now  in  the  Metropolitan  Museum 
of  Art,  New  York.  D.  von  Bothmer,  in 
Notable  Acquisitions,  1975-1979, 
p.  16.  The  famous  mirror  with  Venus 
Victrix  is  Staatliche  Museen, 
Preussischer  Kulturbesitz, 
Romisches  im  Antikenmuseum, 
Antikenmuseum  Berlin,  Berlin, 
March  1978,  pp.  170-75,  fig.  216. 
Inv.  7965.  Diam.:  0.122m.  Figs. 
218-19  illustrate  mirrors  made  out 
of  sestertii  of  Nero  (Emperor,  54  to 
68)  and  recalled  with  nostalgia  as 
the  last  of  the  Julio-Claudian 
aristocrats.  See  also  G.  Zahlhaas, 
Romische  Reliefspiegel,  pi.  20. 
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